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Abstract of thesis entitled: 
A study of Brahms's Romanzen aus Tieck's 'Magelone\ Op. 33, is presented to 
illuminate the complexity of the genre classification of the work. The present study 
also relates Brahms's Op. 33 to Brahms's interest in opera and his attempts to 
compose an opera. Brahms's Magelone was composed over a period of eight years, 
from 1861 to 1869. The lyrics of Brahms's Magelone come from Ludwig Tieck's 
folk tale Wundersame Liebesgeschichte der schonen Magelone und des Graf en Peter 
aus der Provence published in 1797. 
From the perspective of genre classification, the Magelone is a unique musical 
work that merits closer attention for it too lacks many of the traditional defining 
characteristics of song cycles, making it is difficult to fit the Magelone within the 
history of the genre of song cycle. Although some of the existing musical 
scholarship on Brahms's music already attempted to address the genre question of 
Magelone, their arguments tend to be over-simplistic. As a result, more needs to be 
done to reveal the complex nature of genre of song cycle, and Op. 33 in particular. A 
study of the Romanzen aus Tieck's 'Magelone\ Op. 33，will enrich our understanding 
of the history of the genre of song cycle. 
This thesis is divided into two parts. Part I of the thesis deals with the genre of 
song cycle and questions whether Op. 33 can be classified as a song cycle. Chapter 
1 begins with a survey of the history and the development of song cycle as a genre. 
The difficulty in defining the genre will be addressed in this chapter. Chapter 2 is a 
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critical review of the musical scholarship on Op. 33, including arguments for and 
against the classification of Op. 33 as a song cycle. Chapter 3 studies the problem of 
classifying Op. 33 in a performance context. It starts with a brief history of the 
Lieder performances in the nineteenth century, which is followed by a discussion of 
the early performances of Op. 33. 
Part II deals with another issue that is central to this thesis, that is, the 
relationship between Op. 33 and Brahnis's attempts to write an opera. Brahms's 
active search for a suitable libretto in 1860s to 1870s coincided with the 
compositional period for some of his famous large-scale dramatic music for chorus, 
namely, the German Requiem’ Op. 45 (1865-8) and Rinaldo, Op. 50 (1863-8). 
Brahms's Magelone was also written during the 1860s. Such a coincidence in the 
timing of Brahms's dramatic compositions and his search for a libretto seem to echo 
the "operatic" features found in Op. 33 in supporting the notion that Brahms's 
Magelone was an early attempt by Brahms to write an opera. 
Chapters 4 to 6 in part II address the question of dramatic or "operatic" features 
in the Magelone. The story of Magelone, Tieck's version of Magelone, and the brief 
compositional history of Brahms's Magelone are presented in chapter 4 before the 
analyses of selected songs in order to facilitate a better understanding of the work. 
Chapter 5 surveys Brahms's interest in opera and his search for an ideal libretto. 
Chapter 6 queries whether Brahms's Magelone can be viewed as Brahms's 
"experiment" on opera writing. 
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與此同時，他亦創作了很多大型的戲劇性合唱音樂，如German Requiem, Op. 45 
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INTRODUCTION 
This thesis deals with the twin issues of whether Romanzen aus Tieck's 
'Magelone\ Op. 33 by Johannes Brahms is a song cycle and/or an operatic attempt. 
Johannes Brahms (1833-1897) was a prolific composer of Lieder. He published over 
190 solo songs in 31 volumes over a period of 43 years, spread unevenly from 1853 to 
1896. Of the many solo song collections he composed, only a few are regarded as 
song cycles. Romanzen aus Tieck's 'Magelone\ Op. 33, a composition of 15 songs 
for solo voice and piano accompaniment, is one of these song collections.^ 
However, the issue of whether Brahms's Op. 33 is a song cycle is still subject to 
debate for it lacks many of the defining characteristics of a typical nineteenth century 
song cycle. 
The song cycle emerged in the early nineteenth century as an outgrowth of the 
genre of German Lied. Nonetheless, terms employed to designate song cycles like 
"Liederroman", "Liederspiel", "Liedertafel", "Liederkreis", and "Liedercyclus", etc., 
were not found in treatises or music dictionaries until the mid-nineteenth century. 
Since then, unity of poetic content, an immutable order of songs, shared thematic, 
harmonic, and rhythmic figures, continuity between adjacent songs, coherent tonal 
planning have become attributes traditionally used to distinguish song cycles from 
mere collections of songs. Ironically, besides Brahms's Op. 33, many well-known 
song cycles lack these defining attributes? 
‘ T h e others include Op. 57 and Op. 121. 
2 Schumann's Eichendorff Liederkreis, Op. 39，is a good example. The text of this cycle was not 
derived from a coherent literary source, and manuscript source evidence shows that the order o f the 
songs was considered by Schumann only after he had finished composing all o f them. See David 
Ferris, Schumann's Eichendorff Liederkreis and the Genre of the Romantic Cycle ( N e w York: Oxford 
University Press, 2000) , 3-4. 
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Brahms's Mage lone was composed over a period of eight years, from 1861 to 
1869. It was published by J. Rieter-Biedermann in five parts of three songs each, 
parts one and two in 1865 and the other three parts in 1869. The lyrics of Brahms's 
Mage I one come from Ludwig Tieck's folk tale Wundersame Liebesgeschichte der 
schdnen Magelone und des Grafen Peter aus der Provence published in 1797. Of 
the 18 poems in Tieck's Magelone, Brahms set 15 of them to music, excluding the 
non-dramatic introductory poem and the poems in chapter 16 and 17.3 Though it is 
not possible to deduce the narrative of Magelone from Tieck's poems alone, they do 
project the outline of a love story, starting with falling in love, followed by separation 
and finally ending with reunion. 
From the perspective of genre classification, the Magelone defies easy 
categorization. As a result, it is difficult to fit the Magelone within the history of the 
genre of song cycle. Although some of the existing musical scholarship on Brahms's 
music already attempted to address the genre question of Magelone, for example, 
Margaret Gene Boyer's Ph.D. dissertation published in 1980 and Stafford Turner's 
dissertation published in 2000, they tend to offer a simple yes/no answer to the 
question without considering the complex nature of the genre question."* This 
current study of Magelone has been undertaken to focus on the genre question of Op. 
33, not targeting at a clear-cut genre classification of the work, but at a revelation of 
the complexity of the genre question of Op. 33. Consequently, we can understand 
3 Music scholars have speculated on the possible reasons for Brahms's omission of these poems. 
They include Thomas Boyer, John Daverio, and Stafford Turner. See Thomas Boyer, "Brahms as 
Count Peter of Provence: A Psychosexual Interpretation of the Magelone Poetry," Musical Quarterly 
66 (1980): 285; John Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" 
Journal of Musicology 7 (1989): 356; Stafford Turner, "Unveiling Die schone Magelone: A Study of 
Johannes Brahms's 'Romanzen Aus Magelone'" (DMA diss., University of Cincinnati, 2000), 80-81. 
4 Margaret Gene Boyer, "A Study of Brahms' Setting of the Poems from Tieck's 'Liebesgeschichte 
der schonen Magelone und des Grafen Peter von Provence'" (Ph.D. diss., Washington University, 
1980); Stafford Turner, "Unveiling Die schSne Magelone: A Study of Johannes Brahms's 'Romanzen 
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better the continual process of change and the transition that constitute the history of 
musical genre, not only for the song cycle, but for all genres in general. 
The second issue that this thesis focuses on is whether Op. 33 can be regarded as 
Brahms's attempt to write an opera. Brahms's Magelone was written between 1861 
and 1869, a period during which some of his famous large-scale dramatic music for 
chorus was composed, namely, the German Requiem, Op. 45 (1865-8) and Rinaldo’ 
Op. 50 (1863-8). The coincidence in the timing of composition of Op. 33 with that 
of other dramatic music has led to the suggestion that op. 33 (and other dramatic 
music) was a herald of Brahms's attempt to write an opera. This claim was 
supported by documentary evidence of Brahms's desire to write an opera in 1860s to 
1870s. However, among Brahms's vast output, there is no opera. This study of 
Magelone will try to offer an answer to the question of whether Op. 33 is an operatic 
attempt of Brahms. 
This thesis will be divided into two parts. Part I of the thesis deals with the 
genre of song cycle and questions whether Op. 33 can be classified as a song cycle. 
Chapter 1 begins with a survey of the history and the development of song cycle as a 
genre. The difficulty in defining the genre will be addressed in this chapter. 
Chapter 2 is a critical review of the musical scholarship on Op. 33, including 
arguments for and against the classification of Op. 33 as a song cycle. Chapter 3 
studies the problem of classifying Op. 33 in a performance context. It starts with a 
brief history of the Lieder performances in the nineteenth century, which is followed 
by a discussion of the early performances of Op. 33. By contextualizing Op. 33 in 
Aus Magelone'" (DMA diss., University of Cincinnati, 2000). 
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Part I of the thesis, we can understand better the continual process of change and the 
transition that constitute the history of the genre of song cycle. It also reveals some 
of the major sources of complexities in the genre classification of Op. 33. 
Part II is in three chapters. Chapter 4 acts as a bridge between the two parts 
of the thesis. The story of Magelone, Tieck's version of Magelone, and the brief 
compositional history of Brahms's Magelone are presented in chapter 4 before the 
analyses of selected songs in order to facilitate a better understanding of the work. 
The analyses of four carefully selected songs will offer further information for us to 
evaluate whether Op. 33 is a song cycle and/or an operatic attempt. An appendix on 
the poetic and musical structures of Op. 33 is included with this thesis to provide 
further information on Brahms's setting of the text to music. The remaining chapters 
in part II address the question of dramatic or "operatic" features in the Magelone. 
Chapter 5 surveys Brahms's interest in opera and his search for an ideal libretto. 




THE GENRE OF SONG CYCLE 
Many books and articles begin the discussion of the genre of song cycle with 
Beethoven's An die feme Geliebte, Op. 98, which was regarded as the perfect example 
of a song cycle in the nineteenth century. It was highly regarded for many reasons. 
First, Beethoven's Op. 98 is the first song cycle in history to bear the descriptive title 
Liederkreis. Moreover, it possesses all the distinguishing characteristics of an 
"ideal" song cycle as described in reviews and essays written in the nineteenth century. 
These characteristics include “Liederkreis or Liedercyclus in title, a central theme, a 
lyric cycle used as text (preferably exhibiting a progression), a tonal key scheme, 
thematic return, connections between songs, etc."' 
The error of taking Beethoven's An die feme Geliebte to be the first song cycle 
in history has been recognized by music scholars for some time. The survey of song 
collections/cycles by Barbara Pearl Turchin revealed that many song cycles existed 
well before Beethoven's.^ By devoting the first chapter of her Ph.D. dissertation to 
discussing the nineteenth-century song cycle before Beethoven, she placed 
Beethoven's song cycle within the context of his predecessors and contemporaries.^ 
As Turchin suggested, we should not automatically take Beethoven's song cycle as an 
ideal and overlook the song cycles of his predecessors and contemporaries, or else our 
understanding of the genre will inevitably be distorted. Therefore, a brief summary 
1 Ruth Otto Bingham, "The Song Cycle in German-Speaking Countries, 1790-1840: Approaches to a 
Changing Genre" (Ph.D. diss., Cornell University, 1993), 6. 
2 Barbara Pearl Turchin has studied song collections written both before and after 1816, the year in 
which Beethoven's An die feme Geliebte was composed. See Turchin, "Robert Schumann's Song 
Cycles," 11-50. 
3 Turchin focused exclusively on the song cycles from 1800 to 1840. See Turchin, "Robert 
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• of the development of song cycle in the early nineteenth century is given below. 
With this background, better informed judgments regarding how and why the song 
cycle genre developed can be made, as well as the ways in which Brahms's Magelone 
fits within this tradition. 
The Early Development of Song Cycles'* 
Liederspiel and Its Variants 
A kind of dramatic musical entertainment, the Liederspiel was one of the 
earliest attempts to group individual songs into a larger context. It was developed in 
Germany in the early nineteenth century with Lieder being introduced into a play. 
Both Ewald Zimmermann and Luise Eitel Peake regarded the Liederspiel as the 
source of the idea of song cycle.^ 
The first Liederspiel was Lieb ‘ und Treue by J. F. Reichardt. In his essay on 
Liederspiel published in the Leipzig Allgemeine musikalische Zeitung in 1801, 
Reichardt explained how his idea of writing a Liederspiel came about.^ Reichardt 
had a strong desire to encourage the composition of simple and pleasant songs as 
opposed to the brilliant and difficult vocal music, which was typical of French and 
Italian operas. As a move to preserve the art of fine German singing and to 
counteract the pursuit of sheer strength of vocal and orchestral forces, he composed 
Schumann's Song Cycles," 10. 
4 The discussion on song cycles written between 1800 -1820 is largely based on Turchin's survey. See 
Turchin, "Robert Schumann's Song Cycles," 11-50. 
5 Turchin, "Robert Schumann's Song Cycles," 12. 
6 Bingham included the whole essay in German together with the English translation in an Appendix of 
her Ph.D. dissertation. See Bingham, "The Song Cycle in German-Speaking Countries," 251-264. 
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small scale plays which included strophic folk songs and newly composed songs with 
simple melodies and refined instrumental accompaniment.? He wanted the 
theatregoers to be interested in what was simple. Reichardt called this small scale 
theatrical genre Liederspiel "because song and nothing but song constituted the 
musical content of the work, and I wanted to make certain that the public should 
o 
expect nothing greater." 
The Liederspiel that originated with Reichardt shared a lot of similarities with 
the German Singspiel of the mid-eighteenth century. Both of them are dramatic 
entertainment with songs interspersed among spoken dialogue; the songs tend to have 
simple melodies and are strophic in structure. It is not surprising to find similarities 
between the Liederspiel and the Singspiel for Reichardt was both a composer of the 
Liederspiel and the Singspiel. His idea of composing Lieb und Treue actually came 
from his own Singspiel Die Geisterinsel composed in 1798. However, the 
Liederspiel differed from the Singspiel with respect to the source of lyrics and 
melodies. Unlike the Singspiel, song texts of the Liederspiel were lyric poems that 
already existed and enjoyed a certain degree of popularity, only the melodies were 
newly composed.^ 
Following the spirit of Reichardt's works, composers like Friedrich Heinrich 
Himmel, Carl Eberwein, etc., composed Liederspiel for stage performance. In 
7 For example, in Lieb und Treue, the first Liederspiel by Reichardt, he intentionally employed Lieder 
by Goethe, Herder and Salis and a few favorite folk songs that have been known to the public for some 
time. See Bingham, "The Song Cycle in German-Speaking Countries," 260. 
8 Turchin, "Robert Schumann's Song Cycles," 14. 
9 The melodies of Liederspiele were new, though some of the songs from such works later came to be 
regarded as folksongs. See Peter Branscombe, "Liederspiel," Grove Music Online ed. L. Macy, 
http://www.grovemusic.com (accessed May 1，2006). 
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Reichardt's 1801 essay on the Liederspiel, he commented on Liederspiele by other 
composers. Specifically, he criticized Himmers Liederspiel for having too rich an 
orchestral accompaniment, thus almost turning the Lieder into arias. He made it 
clear that his intention in promoting the Liederspiel genre was to rekindle the public's 
interest in simple and pleasant music. Therefore, simplicity was an indispensable 
characteristic of the genre. 
Despite the initial success of the Liederspiel in the first two decades of the 
nineteenth century, its popularity dwindled after 1820. Though some reviewers 
considered it a charming genre and lamented its plunge in popularity, other reviewers 
criticized it as lacking dramatic coherence. As a theatrical genre, the songs of the 
Liederspiel do not constitute a dramatic whole, and they can only be understood in the 
context of the spoken play. Interestingly, the lack of musical unity was not a concern 
of the nineteenth-century critics]� 
Liederkranz, a term related to Liederspiel’ which first appeared in 1816, was 
used by Hans Georg Nageli in the title of his collection of songs, Liederkranz auf das 
Jahr 1816. The songs were selected so that a certain degree of poetic unity could be 
attained. Though titled Liederkranz, Nageli's work is essentially a Liederspiel It 
was intended for use by a Liederkreis (a social circle) with different singers in the 
circle singing some of the songs." With the addition of appropriate dialogue and a 
narrative setting, it would be a drama with Lieder, that is, Liederspiel 
� This is based on Turchin's survey of the reviews of Reichardt's Kunst und Liebe available to her in 
early nineteenth century. See Turchin, "Robert Schumann's Song Cycles," 16. 
“ I n early nineteenth century, Liederkreis, Liederkranz or Liederzirkel are terms to denote certain 
social circles devoted to composing, singing, and writing poems. These terms will be discussed later 
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Another related genre, Liederroman, also came into existence at the beginning 
of the second decade of the nineteenth century. In literature, L. F. G. von Gockingk 
in 1777 was the first poet to write a novel in the form of a sequence of p o e m s . H i s 
new poetic format stimulated other authors and the notion of a novel of poems 
became common by the 1790s. By the turn of the century, poetic or lyric novels 
flourished. In the second decade of the nineteenth century, the term Cyklus emerged 
as an equivalent to Liederroman. 
In music, the Liederroman was pioneered by Friedrich Heinrich Himmel, who 
published Alexis und Ida, ein Schdferroman in 1813. Himmel was a contemporary 
of Reichardt, who also started to compose Liederspiel at the turn of the century. His 
Alexis und Ida is a musical setting of Christoph August Tiedge's pastoral idyll Das 
Echo, Oder Alexis und Ida: Ein Ciclus von Liedern, a tale of two lovers in a series of 
forty-six poems. Unlike the songs in a Liederspiel, Tiedge's narrative thread, which 
runs through the forty-six songs, constitutes a self-explanatory and self-sufficient 
dramatic whole. The use of the term Roman in the title of the work indicates the 
narrative coherence of the tale, which makes this genre different from the Liederspiel, 
which depended upon the dialogue linking the Lieder for its dramatic coherence. 
However, both Liederspiel and Liederroman are characterized by the use of folk tunes, 
simple melodies and accompaniment. 
It is worth noting that some of the songs in Himmel's Alexis und Ida were 
criticized by reviewers as being too similar in expression of text, melody, harmony, 
in this chapter. 
12 GOckingk's Lieder zweier Liebenden produced in 1777 was regarded by Wieland in his prefartory 
remarks for the 1784 issue of his Teuscher Merkur as the pioneer of producing an entire novel without 
narration. See Turchin, "Robert Schumann's Song Cycles," 44-45. 
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and accompaniment. 13 Turchin has interpreted such criticism as the reviewer's 
advocacy of variety for achieving musical w h o l e n e s s . i4 Though it is clear from the 
reviews that melodic and harmonic repetitions and returns were not viewed as 
necessary at that time as vehicles for achieving musical coherence, it is hard to 
conclude that variety was considered the key element needed to create a complete and 
whole musical composition. 
Some Liederroman that were contemporaneous with Himmel's Alexis und Ida, 
achieved dramatic coherence, musical unity and artistic variety simultaneously. One 
notable example is Ludwig Berger's Gesange aus einem gesellschaftlichen 
Liederspiele 'Die schdne Mullerin' published in 1818. Berger set to music the 10 
poems by the young poet Wilhelm Muller. To achieve a greater musical and poetic 
whole, Berger rewrote and revised some words and phrases of the poems to suit the 
musical line and rhythm better. The poems are arranged in such a way so as to 
create a sequence that builds in intensity. In addition, Berger changes the mode of 
expression, the tonality and harmony, the quality of the vocal line, etc., in different 
songs to convey different moods and the development of the narrative.'^ Despite the 
musical dramatic coherence, it is titled Liederspiel. Therefore, it is reasonable to 
speculate that composers of the early nineteenth century did not make a clear 
distinction between Liederspiel and Liederroman, or perhaps Liederroman was taken 
as a sub-genre of Liederspiel. 
13 Turchin mentioned at great length the review published in Leipzig AmZ on Himmel's Alexis und Ida 
in 1815. For details, see Turchin, "Robert Schumann's Song Cycles," 21-25. 
“Turchin, "Robert Schumann's Song Cycles," 25. 
Turchin provided a brief account of the work on a song-by-song basis, pinpointing the development 
of the story and the use of corresponding musical devices to convey such development. See Turchin, 
"Robert Schumann's Song Cycles," 26-37. 
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Liederspiel and Liederroman typically present a story. They both include 
different performers playing different roles who advance the story. However, there 
are exceptions, and some early song cycles are monologues. For example, 
Methfessel's Des Sdngers Liebe, ein kleiner Roman in Liedern published in 1806 is a 
lover's monologue. 16 Some other song cycles differ from Liederspiel and 
Liederroman in the way the collection of songs are organized. Instead of using a 
narrative framework, some song cycles are organized by a poetic theme. For 
example, the lyrics of Himmel's Die Blumen und der Schmetterling published in 1805 
focus on a single theme -- the virtues of womanhood, which are symbolically 
represented by flowers] 7 
Liederkreis as a Social Circle 
The development of the song cycle in the early nineteenth century is closely 
related to the rise of Liederkreis. Today, the term Liederkreis is taken for granted to 
mean a song cycle or a circle of songs. However, in early nineteenth century, 
Liederkreis, Liederkranz or Liederzirkel were terms to denote certain social circles 
devoted to composing, singing, and writing poems for self entertainment. In these 
circles, all members took part in the creation and performance of the Liederspiel. As 
they were only amateur performers, the songs were usually simple, either sung in 
choral unison or solo, with simple guitar or piano accompaniment. Songs were 
chosen from the group, and with the addition of appropriate dialogue and narrative 
between songs, a play with Lieder was produced. The works that emerged from 
16 Turchin gave a brief introduction of the work and mentioned some critical reviews of the work. 
See Turchin, "Robert Schumann's Song Cycles," 40-44. 
口 Turchin gave a brief introduction of the work and mentioned some critical reviews of the work. See 
Turchin, "Robert Schumann's Song Cycles," 37-39. 
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these circles, according to Daverio, "represented a melange of high art and bourgeois 
1 fi 
entertainment." Many of the composers and poets mentioned earlier were active 
members of Leiderkreis societies. For example, Reichardt, Berger, Himmel, Nageli, 
and Wilhelm Miiller were all members of these institutions. Reichardt and Himmel 
even took up the leadership roles in these societies. These informal clubs provided a 
social context in which the song cycle was nurtured. 
The Liederkreis in effect resembled a literary salon which brought together 
poets, composers, and singing actors rather than a musical organization. Susan 
Youens, in her article "Behind the Scenes: Die schone Mullerin before Schubert", 
gives an account of the real-life drama that surrounded the creation of the poetry and 
musical settings of Muller's miller-poems. From her account, we have a clearer 
picture of how different members of the Liederkreis contributed to the creation and 
performance of a work, which offers insight into the genesis of an emerging art 
form - the song cycle. We also better comprehend why the Liederkreis was more of 
a literary salon than a musical organization. 
Youens discusses Stagemann's Berlin Liederkreis (1816-17) and describes 
how the members worked together to create a song cycle. Friedrich August von 
Stagemann, a poet himself, was an eminent banker and privy councilor in Berlin. At 
his home, he and his wife hosted a literary and artistic salon with regular weekly 
meetings. Members of the salon included Stagemann's daughters, and a group of 
young writers, poets, composers, and performers. The poet Wilhelm Miiller, then 
18 John Daverio, "The Song Cycle: Journeys through a Romantic Landscape," in German Lie der in the 
Nineteenth Century, ed. R. Hallmark (New York: Schirmer, 1996)，283. 
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twenty-three years old, was among the g r o u p . P o s s i b l y under the influence of 
Elizabeth Stagemann, an accomplished amateur actress and singer and good friend of 
Johann Friedrich Reichardt, the Stagemann Liederkreis came up with the decision to 
create a Liderspiel of their o w n . � � The group first chose the subject of the beautiful 
miller-maid, and then worked together on the poems. When the poems were 
completed and assembled, the play needed music to become a genuine Liederspiel. 
Stagemarm's Berlin Liederkreis brought together the composer Ludwig Berger 
and the poet Wilhelm Muller, who created the cycle of ten songs, Die schdne Mullerin 
in 1818. After the completion of the poems, the composer Ludwig Berger was 
21 • 
invited to become their musical collaborator. It is clear that Berger's cycle of ten 
songs, Die schdne Mullerin emerged as a literary work at the beginning and that the 
nature of the salon was more literary than musical. From this perspective, Hamilin is 
probably right in claiming that song cycle was essentially a literary genre and that the 
99 
text should claim priority over the music. 
To summarize, the history of the early development of song cycle supports the 
notion that the early song cycle was basically a literary genre, and its music is usually 
simple and folk-like. Unlike the mainstream practice of composers in our time, 
musical coherence or unity was not a concern for the composers and music critics of 
the song cycle in the early nineteenth century. One plausible explanation for the lack 
19 For information about other members of the Stagemann's Berlin Liederkreis, see Susan Youens, 
"Behind the Scenes: Die schdne Mullerin before Schubert," 19th-century Music 15 (1991): 5. 
20 See Youens, "Behind the Scenes: Die schdne Miillenn before Schubert," 5. 
21 Ludwig Berger was the piano teacher of Luise Hensel, a member of the salon. At the age of 
thirty-nine, he was much older than most of the members of the group. 
22 The arguments of Hamilin will be discussed at greater length later in this chapter. His views 
concerning the nature of the song cycle genre are stated in Cyrus Hamilin, "The Romantic Song Cycle 
as Literary Genre," in Word and Music Studies: Defining the Field: Proceedings of the First 
International Conference on Word and Music Studies at Graz, 1997, ed. Walter Bemhart, Steven Paul 
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• of concern about musical coherence is the priority given to literary coherence and 
unity. 
Beethoven's An die Feme Geliebte 
Beethoven's An die Feme Geliebte marks a turning point in the history of the 
song cycle. He was the first composer to use Liederkreis as the title of his 
composition. In this song cycle, he set to music the six poems by Jeitteles, who 
was a young and inexperienced poet, and an active member of several Liederkreis 
cirdes.24 Though Beethoven had close ties with members of Liederkreis circles and 
it is highly probable that he knew the works of these social circles, his song cycle Op. 
98 differs remarkably from those of his contemporaries.^^ The difference lies mainly 
in the strong musical coherence manifested. 
The lyrics o^An die Feme Geliebte are rather conventional. Each of the six 
poems expresses lament to a distant beloved. In the first song, for example, a lover 
who is separated from his beloved expresses his agony and pain. The expression of 
this feeling intensifies as the poetic cycle develops. At a glance, all six poems 
consist of an irregular number of stanzas, resulting in an irregular structure. 
However, the overall layout of the poetic cycle exhibits a symmetrical pattern of 4 + 3 
+ 8 + 3 + 4 stanzas if we regard the third and the fourth poems as one and disregard 
Scher and Werner Wolf (Amsterdam: Rodopi, 1999). 
23 This is true only for the published work. The word Liederkreis cannot be found on the title page of 
the autograph manuscript of Op. 98. Whether it is the publisher who added Liederkreis to the title is 
not known. 
24 See Luise Eitel Peake, "The Antecedents of Beethoven's Liederkreis," Music and Letters 63 (1982): 
256. 
25 According to Peake, Beethoven developed intense friendship with Tiedge since 1811，and Tiedge 
was working closely with Himmel and the Berlin Liederkreis on Alexis und Ida in 1811. See Peake, 
"The Antecedents of Beethoven's Liederkreis," 250. 
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the fifth stanza of the first poem as suggested by Joseph Kerman.^^ Within this 
symmetrical pattern, the number of lines per stanza is alternately 4 and 6, and the 
meter alternates between trochaic and anapestic in this five-part cycle. All these 
lend support to the argument that the poetic cycle was carefully designed to display 
such structural coherence. 
Musically, the coherence is even more apparent. Musical reprise is a special 
feature oiAn die Feme Geliebte. Beethoven set the last stanza of song 6 with the 
melody of song 1, which mirrors the poetic reprise (that is, the repetition of the fifth 
stanza of song 1) in song 6. However, Beethoven did not literally repeat the first 
song. After the initial restatement of the melodic line, he developed the melodic 
ideas so that the song cycle ends with a climactic recapitulation and developmental 
coda. Such a musical reprise, which reinforces the poetic reprise, suggests a circle, 
an indispensable element of musical unity. 
The tonal plan of An die Feme Geliebte also contributes to the musical 
coherence of the whole work. Each successive song is set in a different key (except 
for songs 3 and 4, which are both in the key of A-flat major). If we examine the 
tonal plan and the structure of the poem together, we can easily spot the relationship 
between the music and the poetic structure. 
Table 1 
Relationship between Poetic Structure and Key Structure in Beethoven's An die Feme 
Geliebte 
26 The 4 + 3 + 8 + 3 + 4 structure is suggested by Joseph Kerman, who treated the third and the fourth 
poems as one single poem having eight stanzas, and disregarding the fifth stanza of the first poem. 
Both Daverio and Turchin quote his analysis in their discussion of Beethoven's song cycle. For 
supporting evidence for such analysis, see Turchin, "Robert Schumann's Song Cycles," 55-57. 
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Song Stanzas Meter (Poetic) Number of lines Key 
per stanza 
1 4 (+1)27 Trochaic 4 E-flat 
2 3 Anapestic 6 G 
3 5 Trochaic 4 A-flat 
4 3 Trochaic 4 A-flat 
5 3 Anapestic 6 C 
6 4 Trochaic 4 E-flat 
From Table 1, we can see how Beethoven made use of the choice of keys to 
achieve symmetry in musical structure that matched the poetic organization. The 
song cycle begins and ends in the same key, E-flat major, which reinforces the sense 
of full circle created by the musical and the poetic reprise. 
Another innovative device used by Beethoven to achieve musical unity 
between songs is to connect each song by a piano transition. This technique was 
unique at the time Beethoven composed Op. 98. The piano transitions serve as 
bridges that closed the tonal gaps between songs and turned the 6 songs into a unified 
whole. It is worth noting that the transition from song 3 to song 4 is the only one 
involving both piano and voice, giving support to Kerman's argument that songs 3 
and 4 should be treated as a single unit. 
27 According to Joseph Kerman's analysis, the fifth stanza was almost certainly added by Beethoven to 
help create the sense of full circle by recalling the same stanza at the end of the last song and therefore 
should not be counted. See Turchin, "Robert Schumann's Song Cycles," 55. 
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In short, Beethoven's An die Feme Geliebte possesses many unique qualities 
that distinguish it from other song cycles composed in the first two decades of the 
nineteenth century. Coherence is evident in the carefully designed poetic and 
musical structure. It is beyond the scope of the present study to speculate on 
Beethoven's motivation in composing such a unique song cycle at that time, but the 
critical responses made by Beethoven's contemporaries to the unconventional 
elements o{An die Feme Geliebte are worth mentioning, for they reflect the early 
nineteenth-century view of the song cycle. The reception of Beethoven's An die 
Feme Geliebte and the development of the idea of song cycle are crucial to the 
development of the genre as a whole. 
The reviews of An die Feme Geliebte published between 1816 and 1833 were 
positive in general.^^ They recognized the unique properties of An die Feme 
Geliebte and praised the composer for his imagination, sensitivity, penetrating use of 
strophic form, as well as the dramatic coherence of the work, etc. The reviewer of 
Leipzig Allgemeine musikalische Zeitung (1817) commented that Beethoven's Op. 98 
was a true ''Lieder - Kreis'\ Another review in 1830 praised the work and singled 
out features of the cycle, like the connecting transitions, the close relation between 
music and text, the transformed return of the first song, and advised young composers 
to leam from Beethoven's construction.^® In spite of the attention attracted from 
reviewers, Beethoven's Op. 98 did not invite much imitation. The song cycles 
composed after 1816 followed the earlier tradition of Liederspiel and Liederroman. 
28 Turchin has mentioned many of these reviews. For details, see Turchin, "Robert Schumann's Song 
Cycles," 62-65. 
29 See Turchin, "Robert Schumann's Song Cycles,” 65. 
3° See Allgemeiner musikalischer Anzeiger 2 (1830): 126-127. 
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It would appear that Conradin Kreutzer's song cycles had far greater impact on 
contemporary composers than Beethoven's Op. 
Kreutzer's Song Cycles 
Despite the fact that Conradin Kreutzer is remembered only as a klein Meister 
today, his settings of Ludwig Uhland's Wanderlieder and Frulingslieder received 
critical acclaim and attracted many imitators in the early nineteenth century. Ludwig 
Uhland was a renowned poet of the day, celebrated for his knowledge of German folk 
song and his life experience. He wrote the Wanderlieder and Frulingslieder in 1811 
and 1812 and published them in 1815. The Wanderlieder are based on the literary 
style and spirit of the Abschiedslied (song of parting). By combining the concept of 
Ahschied with that of Fruling to form the idea of "parting in spring", the poems 
known as Frulingslieder came about. The two sets of poems were often referred to 
together as closely related works. 
The motif of the wandering hero appeared frequently in German romantic 
literature. Theodore Gish attributed such phenomenon to the sentimentality and the 
pietism of the late eighteenth century, the increasing affinity of the eighteenth-century 
German poets for the world of nature; the development of an interest in wandern itself 
as a recreation, etc.^ ^ In addition, Turchin has explained that Wanderlust was a 
31 Turchin used imitation as the criterion to determine the influence of Beethoven's Op. 98 on 
composers of song cycles. She comes up with the conclusion that Conradin Kreutzer might be a more 
important figure than Beethoven in determining the course of the Liederkreis. See Turchin, "Robert 
Schumann's Song Cycles," 66-69. 
32 Romantic Wanderlieder are characterized by a number of meanings and functions. The 
Erk-BOhme folk-song poetry contains Wanderlieder in two distinct categories: songs of the journeymen 
and songs of parting and wandering. For the characteristics of each of them, see Luise Eitel Peake, 
"Kreutzer's Wanderlieder: The Other Winterreise," The Musical Quarterly 65’ no.l (1979): 85-89. 
“ S e e Theodore Gish, "Wanderlust and Wanderlied: The Motif of the Wandering Hero in German 
18 
popular theme of German nineteenth-century literature as a result of the advancement 
in knowledge in the eighteenth century. People had previously thought that all 
species are created and placed in the "chain of being" - a static and immutable 
structure. Humans could do nothing to ascend in this structure and reach perfection. 
However, a change in conception took place in the eighteenth century. It started 
with the breakdown of the general habit of thinking in terms of species and the sense 
of the separation of man from the rest of the animal creation. The findings of 
biologists, zoologists, and anthropologists, showed that apes and man had similarities 
not only in skeletal structure, but also in anatomical and psychological continuities. 
These findings thus opened up the possibility of progression.^"^ In German poetry, 
this new concept of werden was translated into continual movement or wandering in 
this physical world. Wandering thus took on a symbolic meaning of man's attempt 
for personal growth. In the hands of Uhland and his followers, Wander I iedercykl us 
emerged as a new poetic genre. It was against this background that Kreutzer's 
setting of Uhland's Wanderlieder and Frulingslieder were published in 1818 and 
received critical acclaim. 
The original sequence of the seven poems of Frulingslieder are: 
Frulingsahnung (Premonition of Spring), Frulingsglaube (Belief in Spring), 
Frulingsruhe (Rest), Friilingsfeier (Celebration), Lob des Frulings (Praise of Spring), 
Kiinftiger Frilling (Future of Spring), Frulingslied des Rezensenten (Spring Song of 
the Critic), suggesting a symbolic spring voyage. However, Kreutzer only set five 
of the seven poems to music by omitting the last two poems, ending the song cycle 
with a coda in Lob des Frulings. At a glance, it seems there is no narrative thread 
Romanticism," Studies in Romanticism 3 (1963): 225-226. 
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that runs through these poems. The lyrics only deal with feelings associated with 
springtime, the poems seem to be variations on a theme rather than a chronological 
presentation of scenes. Nevertheless, the Frulingslieder can be viewed as a logical 
continuation of the wanderer's journey if we take into account Uhland's Wanderlieder 
written in the same period. Turchin mentioned that some critics of the early 
nineteenth century even saw the two song cycles as constituting a single work.^^ 
Unlike many other composers of his time，Kreutzer avoided strict strophic 
settings in Frulingslieder. To that end, he often liberally repeated phrases to create a 
poetic refrain within a strophe. Nevertheless, he avoided daring harmonies and 
modulations in order to match the simple and direct language demanded by the poetry. 
On the whole, only moderately skilled voices are required to perform the 
Frulingslieder. The piano accompaniments also require only moderate technical 
proficiency. Therefore，Frulingslieder is a suitable work for amateurs. Kreutzer 
also added performance instructions to this work. According to the flyleaf in the 
score, different songs are to be sung by different voices. Numbers 1 and 4 are 
assigned for tenor, Number 2 for soprano, Number 3 for a second tenor, and Number 
5 for soprano solo with accompanying tenor and bass. 
In contrast to the Frulingslieder^ there were no performance instructions in the 
Wanderlieder. Kreutzer set all of Uhland's nine poems to music, following the 
original sequence of the poems: 1. Farewell, 2. Parting and Separation, 3. Absence, 4. 
Morning song, 5. Night Voyage, 6. Winter Voyage, 7. Departure, 8. At the Inn, and 9. 
See Arthur O. Lovejoy, The Great Chain of Being: A Study of the History of an Idea (New York: 
Harper & Row, 1960), 227-241. 
Turchin quoted the reviewer's opinion on Kreutzer's Wanderlieder and Frulingslieder that appeared 
in Vienna Allgemeine musikalische Zeitung 2 (1818). See Turchin, "Robert Schumann's Song 
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Homecoming. The story starts from the wanderer's departure from his beloved and 
the whole work depicts different stages of his psychological journey. The shifts in 
mood are reflected in the different styles and approaches Kreutzer adopted in different 
songs .36 
It is worth noting that critics described Kreutzer's songs using the term 
Liederkreis, which would have been familiar to them after Beethoven published his 
Op. 98. Nonetheless, Kreutzer's song collections and Beethoven's An die feme 
Geliebte have little in common in terms of musical characteristics. There are no 
piano transitions from song to song，no structural returns of musical material, and no 
overall symmetry in form and structure, etc. If there is any sense of a cyclical unity 
in Kreutzer's Frulingslieder and Wanderlieder, it can only refer to the content of the 
poems and the sense of musical development in these works. 
The importance of Kreutzer's Wanderlieder and Frulingslieder in the history 
of song cycle can be measured by the numerous imitators they attracted. Peake has 
quoted Wilhelm Miiller about such poetic imitation, 
For there is hardly an almanac published which does not present 
a few such Wanderlieder. Everyone believes himself capable of 
imitating them, since they sound so easy, so simple and natural.^^ 
Cycles," 94-95. 
36 Both Turchin and Peake have given a brief discussion on the musical characteristics of each song, 
pointing out the musical devices like tonality, figuration, texture, and melodic line etc. that Kreutzer 
has used to depict the emotional states of the wanderer. See Turchin, "Robert Schumann's Song 
Cycles," 85-93, and Peake, "Kreutzer's Wanderlieder," 93-97. 
37 Quoted in Peake, "Kreutzer's Wanderlieder," 98. 
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This was true both for poetry and musical compositions. Peake has listed 
some of them: 
Wanderlieder imitations by Marsano, Stieglitz, Tietz, Vogt, 
Griineisen, and others were composed by among others 
Marschner (Op. 35), Loewe (Op. 10), Klein, Weiss, Skraup, 
Haser, and Gemlein, and the sets of songs entitled 
"Wanderschaft," "Wanderfahrt," “ Sangerfahrt," or "Nacht-
Reise- or Heimwehlieder" are innumerable. Riickert's 
Liebersfruhlings and Heine's Reisebilder and Heimkehr cycles 
may also be included.^^ 
Schubert's Song Cycles 
Franz Schubert is known to us today as a great Romantic composer of songs. 
He was a key figure in raising the Lied from a marginal to a central genre in the 
nineteenth century. Among the more than 600 songs he composed are song cycles 
that occupy an important position in the development of the genre, for example, his 
setting of two sets of poems by Wilhelm Miiller, Die schone Mullerin (D795) 
published in 1824 and Die Winterreise (D911) published in 1828. As mentioned 
earlier, Die schone Mullerin was originally a narrative cycle of ten poems worked out 
collectively by the members of the Stagemann's Berlin Liederkreis. Miiller's 
expanded version of Die schone Mullerin was completed in 1820 as a monodrama of 
23 poems with prologue and epilogue. In 1823, Schubert chose to set 20 poems of 
the 1820 version of Miiller's Die schone Mullerin to music. Another 
Mtiller-Schubert song cycle is Die Winterreise. This 24-poem literary cycle was 
published in 1821. It was a portrait of a lovesick wanderer's emotional journey 
which begins with his rejection in love, and finally ends with his resignation to 
38 Peake, "Kreutzer's Wanderlieder," 99. 
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alienation and melancholy. Schubert set this song cycle to music in 1827 by setting 
all the 24 poems of Die Winterreise to music. 
Schubert's receptivity to Miiller's narrative cycles can be partly explained by 
his membership and experiences in literary circles in Vienna, which were very similar 
to Stagemann's Berlin Liederkreis to which Miiller belonged to. The Wanderlieder 
trend in song cycle composition initiated by Kreutzer in the second decade of the 
nineteenth century is another plausible factor contributing to Schubert's interest in 
composing Die schdne Miiller in and Die Winterreise. The two song cycles resonated 
with Kreutzer's Wanderlieder in the poetic themes of wandering, both physical and 
psychological. According to a report by Joseph von Spaun, the chronicler of 
Schubert, Kreutzer's Wanderlieder was highly regarded by Schubert: 
We once found him (Schubert) playing through Kreutzer's 
Wanderlieder, which had just appeared. One of his friends said 
"leave that stuff alone and sing us a few of your new songs 
instead," to which he replied tersely, "but you are unjust, the 
songs are very beautiful, and I wish I had written them."^^ 
Schubert's approach to the genre of song cycle followed the tradition which 
stemmed from the Kreutzer-Uhland Wanderlieder. That is why Schubert's song 
cycles are often misunderstood by later music scholars, who suffer from a general 
lack of knowledge about the tradition of song cycle composition in the early 
nineteenth century. They tend to take Beethoven's An die feme Geliebte as the 
standard of comparison and come to the conclusions that Schubert deliberately 
39 This story is quoted by Peake from Schubert: Memoirs by His Friends edited by Otto Erich Deutsch 
and translated by Rosamond Ley and John Nowell. See Peake, "Kreutzer's Wanderlieder," 84. 
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• avoided Beethoven's closely unified cycle structure, including the use of piano 
transitions and the musical returns."^ ® However, Schubert was just following a 
different tradition using poetic means but not necessarily musical means as the 
binding force for his song cycles. 
Contemporary criticism of Schubert's song cycles is diverse. In their 
comments on Die Winterreise in particular, some reviewers praised Schubert's style 
for being truly Germanic; some applauded his talent and originality in bringing 
together poetry and song. But some critics disapproved of Schubert's innovation in 
focusing on the expression of the intense and pervasive despair in the 24 songs of Die 
Winterreise. By holding too closely to one idea and mood, Schubert's settings were 
deemed too limited in style to sustain interest."^' 
The criticisms of Die Winterreise indicated the difference between early 
nineteenth-century aesthetics of the song cycle and that of today. Today, Schubert's 
Die Winterreise is highly regarded for the depth of the treatment of the subject, 
namely, melancholy and despair. However, the nineteenth-century aesthetic of the 
Lied suggests that a German song should be a spontaneous expression of varied 
emotions, but not the portrait of deep, reflective and inward emotions. 
Despite all the negative comments, Schubert was still regarded as a great 
composer of song cycles. Building on the tradition of Kreutzer, he established a new 
Turchin quoted the opinions of two music scholars of the twentieth century, Alfred Einstein and 
Maynard Solomon. Both maintained the view that Schubert did not leam anything from Beethoven or 
avoided Beethoven's influence. See Turchin, "Robert Schumann's Song Cycles," 147-148. 
41 See the reviews mentioned by Turchin in Turchin, "Robert Schumann's Song Cycles," 149-154. 
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style of song cycle composition by choosing a theme of timeless psychological 
journey, thus marking a breakthrough in the development of the genre of song cycle. 
Schumann's Song Cycles 
Robert Schumann turned to song composition in 1840. In less than a year, he 
produced numerous song cycles: the Heine Liederkreis Op. 24, Myrthen Op. 25，the 
Kerner Liederreihe Op. 35, the Eichendorff Liederkreis Op. 39, Frauenliebe und-
leben Op. 42, Dichterliebe Op. 48. The texts chosen by Schumann encompass a 
wide range in terms of literary types, including the lyrical, the dramatic and the 
narrative types. In terms of topic, they are equally broad, including love, death, 
wandering, and isolation, to name a few. However, Schumann only drew verses 
from the finest poets of the late eighteenth and early nineteenth century, including 
Goethe, Eichendorff, Heine, Riickert, etc. For him, a great poem was the necessary 
condition for a great song. In contrast, Beethoven and Schubert, two of the most 
important composers in the history of the song cycle, did not hold to this view. The 
texts of Beethoven's An die feme Geliebte were drawn from poems by Jeitteles, who 
was a young and inexperienced poet; the texts of Schubert's Die schone MiiUerin and 
Die Winterreise were from the young poet Miiller. 
Early song cycles seldom displayed musical unity since coherence was usually 
achieved by literary means. However, Schumann brought an important change to 
the development of the genre of song cycle by consistently displaying musical 
coherence in his song cycles. If Beethoven's impact on the song cycle was to 
channel the new genre towards a coherence that is musically constructed, then 
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Schumann's impact on the song cycle was to promote the new concept of a cycle as a 
musical unity through his compositions as well as his writings in the Neue Zeitschrift 
fur Musik.^^ In essence, Schumann applied the techniques he used in his 
instrumental cycles to his song cycles to foster coherence. Techniques employed 
include thematic recall, motivic relationships between melodies, tonal relationships, 
incomplete closure between songs, delayed resolutions, etc. 
In conclusion, in the first four decades of the nineteenth century, the song 
cycle blossomed as a new genre. Yet the question remains: Given the great variety 
of song cycles that proliferated in the early nineteenth century, what are the defining 
characteristics of this genre and how should one define the genre? This question will 
be addressed in the following section. 
Definitions of Song Cycle 
Although song cycles could be found as early as 1800’ references to the song 
cycle did not appear until the second half of the nineteenth century. Bingham 
researched definitions of song cycle under terms like Liederzyklus, Liederkreis and 
Kreis-lieder, Liederreihe, Liederkranz, Ciclica, Cyklus, Cyclique as well as song cycle. 
However, she found only 11 such entries in nineteenth-century lexicons.43 The first 
definition of song cycle can be found in H.Ch. Koch 's musikalisches Lexicon, 
published by Arrey von Dommer in 1865 under the term Liedercyclus. Dommer's 
definition of Liedercyclus (English translation by David Ferris) is as follows: 
42 Other than composing, Schumann also played the role of music reviewer during his lifetime. His 
review of Carl Loewe's Liederkreis in Balladenform, Esther Op. 52 in the Neue Zeitschrift fur Musik in 
1836 is often quoted as a statement of his ideas about cyclic coherence. 
43 See Bingham, "The Song Cycle in German-Speaking Countries," 9-13. 
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A coherent complex of various lyric poems. Each is closed in 
itself, and can be outwardly distinguished from the others in 
terms of prosody, but all have an inner relationship to one 
another, because one and the same basic idea runs through all of 
them. The individual poems present different expressions of 
this idea, depicting in it manifold and often contrasting images 
and from various perspectives, so that the basic feeling is 
presented comprehensively. As far as the music is concerned, it 
is certainly typical for each individual poem to be 
through-composed. A main melody would essentially be 
retained for all of the strophes (of the same poem), and only 
altered and turned into something else where it seems suitable or 
necessary. Naturally, however, the melody and the entire 
musical form change with each poem, and so does the key, and 
the individual movements are typically bound to one another 
through the ritornelli and transitions of the accompanying 
instrument. The accompaniment is essentially developed so 
that it portrays and paints the situation in a characteristic way, 
and also supplies, in regard to the expression, what the voice 
must leave unfinished. In comparison with the dramatic solo 
cantata, the Liederkreis is actually missing nothing more than the 
recitative and the aria form of the songs [Gesange] instead of the 
Lied form. Otherwise one finds it is rather close to the cantata, 
or regards it as a middle genre between through-composed Lied 
and cantata. 44 
Dommer's definition begins with the text of a song cycle, stressing the need for 
coherence and inner relationships between individual poems. What is strange about 
this definition is Dommer's description of the music. He mentioned musical traits 
like "through composed", "a main melody", "ritornelli and transitions of the 
accompanying instrument", all of which are not typical of the song cycles in the first 
few decades of the nineteenth century, but are commonly agreed vehicles for 
achieving musical coherence or unity. It is likely that Dommer was referring to 
Beethoven's An die feme Geliebte, which possesses all the unique musical traits 
mentioned in the definition. Since Dommer's definition can hardly be applied to the 
44 David Ferris, Schumann 's Eichendorff Liederkreis and the Genre of the Romantic Cycle (New York: 
Oxford University Press, 2000), 9. 
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majority of the nineteenth-century song cycles, such a definition is of limited use to 
those who want to know what to expect in a typical nineteenth-century song cycle. 
One plausible explanation for the delay in the first appearance of the song 
cycle definition and its seemingly curious content could be the change in the nature of 
the genre in the early nineteenth century. The genre of song cycle emerged as a 
domestic genre at the turn of the eighteenth century. Lieder were greatly favoured 
by amateurs as an entertainment at domestic concerts held among literary circles. 
From 1800 to 1830, it was unusual for a Lied to be performed at a public concert, not 
to mention performance of a complete song cycle. Even if songs were heard in a 
concert, they were usually inserted between orchestral works. However, a few 
enterprising singers introduced Lieder into the concert hall after 1830. The most 
outstanding was Julius Stockhausen, who performed Schubert's Die schdne Mullerin 
in its entirety in a public concert in Vienna in 1856. Though the general opinion was 
that the performance of a cycle with so many songs would be monotonous, 
Stockhausen's innovative attempt marks the beginning of turning Lieder (as well as 
song cycle) into a public genre. When the song cycle became a public genre, its 
performances were more accessible to relatively large audiences for the first time. 
Subsequently, the general audience who did not possess much knowledge of the new 
genre, wanted to understand what they were hearing. Therefore, a definition of song 
cycle could be used as an aesthetic standard, informing the audience what to expect 
when they heard a song cycle. 
It is against such background that Domer's definition of the song cycle 
appeared. Since one of the functions of the definition was intended to give the 
28 
wider public an idea of what a song cycle is, it had to be comprehensible by the 
public. One way to enunciate the key elements of the genre of song cycle was to 
compare and contrast it with other genres that the wider public was familiar with, say, 
instrumental genres. The first statement of the definition of the song cycle in H. Ch. 
Koch 's musikalisches Lexicon also served to set an aesthetic standard for the public to 
evaluate the works they came across. Though Beethoven's An die feme Geliebte 
was not a typical nineteenth-century song cycle, it would be reasonable to take the 
work of the great master as the standard. In addition, music scholars of the early 
nineteenth century were much influenced by the doctrine of organic unity, which 
assumes that "a work of art may be compared to a living organism, so that the relation 
between the parts of a work is neither arbitrary nor factitious, but as close and 
intimate as that between the organs of a living body.""*^ Many theorists attempted to 
bring into music analysis and criticism the notion of organic unity. For example, 
Moritz Hauptmann and several of his students attempted to explain and analyze 
music by associating key unity, order of rhythm and modulation, etc., to the principle 
of organic u n i t y . G i v e n the dominant role played by the doctrine of organicism in 
German philosophy, literature and arts, Dommer's definition of the song cycle 
becomes more intelligible to us. 
Therefore, Dommer's definition of the song cycle should not be removed 
from its historical context. His definition served its purpose well in telling the wider 
public, who for the first time came to listen to a song cycle in public concerts, what to 
expect from a song cycle performance. However, such a definition is no longer 
"Organicism," The Dictionary of the History of Ideas: Studies of Selected Pivotal Ideas, 
http://etext.lib.virginia.edu/cgi-local/DHI/dhi.cgi?id=dv3-52 (accessed online 3 October, 2004). 
46 David Neumeyer, "Organic Structure and the Song Cycle: Another Look at Schumann's 
Dichterliebe,” Music Theory Spectrum 4 (1982): 92-105. 
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• useful to the twentieth-century audience and music scholars who want to know what 
to expect in a typical song cycle. Various attempts have been made to find a 
definition of the genre of song cycle that would be general enough to fit the majority 
of the song cycles. 
Modern Definitions of Song Cycle 
According to Ferris, modern attempts to define the genre of song cycle began 
with Arthur Komar's 1971 essay on Schumann's Dichterliebe. Komar and other 
music scholars like David Neumeyer, Patrick McCreless, and Peter Kaminsky, 
attempted to construct a theory of cyclic coherence by engaging in detailed musical 
analysis of individual song cycles. They represent the group of scholars who tried to 
understand and define song cycle in theoretical terms. Their efforts resulted in a set 
of shared terminology that is used to explain song cycles as coherent musical 
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entities. 
Music scholars like Barbara Turchin and Ruth Bingham took a very different 
approach in their studies of the genre of song cycle. Both Turchin and Bingham 
looked into the history of song cycles by reconsidering historical materials. Turchin 
studied the reviews of song publications from various nineteenth-century music 
journals while Bingham surveyed nineteenth-century song collections. However, 
the choice of historical materials to be studied is by itself constrained by the scholar's 
conception of song cycle. The evaluation of historical materials is also subject to 
conventional assumptions about the song cycle. For example, by studying the 
''^Ferris, Schumann 's Eichendorff Liederkreis and the Genre of the Romantic Cycle’ 11-12. 
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nineteenth-century song reviews, Turchin wants to show why some songs collections 
were considered song cycles while some were not. However, her belief in the 
existence of a meaningful distinction between a song cycle and a song collection 
determines both how she evaluates the historical reviews as well as which ones she 
selects in the first place. 
More recently, music scholars have begun to study the genre of song cycle 
from a literary perspective. They look at how the genre's development is influenced 
by literary Romanticism in the nineteenth century. For example, in Ferris's study 
of Schumann's Eichendorff Liederkreis, he defined the song cycle by identifying it as 
a Romantic genre: 
The cycle is not genetically opposed to the collection but is a 
particular kind of collection in itself, a collection that is 
composed of pieces whose forms tend to be fragmentary and 
whose meaning tends to be obscure. The cycle does not create 
an overarching unity that provides such pieces with completion 
and clarity but is itself discontinuous and open-ended. The 
context that the cycle sets up is provocative; it implies structural 
connections and hints at larger meanings, but it never makes 
them explicit or definitive. 
Ferris argues that just like other Romantic works, song cycles are fragmentary and 
unfinished. The role of the audience is therefore similar to that of the reader of 
Romantic literature who actively constructs the meaning inherent in the work of art. 
Listeners must engage in the creation of that inherent meaning in the song cycle. 
Therefore, the perceptive act of each individual listener is important in the 
development and realization of aesthetic coherence of the song cycle. 
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Cyrus Hamilin shares similar views with Ferris. Although the medium of 
composition and performance is musical, he considers the romantic song cycle to be a 
literary genre. To Hamilin, the lyrical texts of the cycle are joined together to form a 
coherent structure. He argued that: 
the question of how these poems are related to the whole is 
primarily and necessarily a literary question. Yet the song cycle 
as a work of music, composed for the most part for a single voice 
with piano accompaniment, translates the sequence of individual 
poems, whether or not the poems as cycle were selected and 
arranged by the composer, into an essentially musical form, 
which demands competence in that medium both for 
performance by a singer with an accompanist and also for the 
reception and interpretation by an audience.49 
Hamilin elaborated his ideas by taking Schubert's Winterreise as an example. There 
is no narrative line and no external criterion for development or change in the attitude 
of the wanderer. Yet through the details and nuances of the music the listener would 
be able to perceive and respond to a pattern of psychological development of the 
mind. Therefore Hamilin asserts that: 
the central challenge of the cycle as generic form should in fact 
be located in the implicit hermeneutical consciousness which is 
imposed on the listener through performance as a mode of 
developing a cognitive - indeed: a 'recognitive' - awareness of 
the meaning of the cycle as a whole through the accumulative 
effect of the individual lyrics as they are sung in sequence.^® 
Therefore, the role of the listener is an important aspect or element we must take into 
consideration in our attempts to interpret and understand the song cycles. 
48 Ferris, Schumann 's Eichendorff Liederkreis and the Genre of the Romantic Cycle, 6. 
49 Hamilin, "The Romantic Song Cycle as Literary Genre," 114. 
5° Hamilin, "The Romantic Song Cycle as Literary Genre," 121. 
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To conclude, it is virtually impossible to find a definition of song cycle that 
fits all. The shifting focus of the scholarship on song cycle reflects the ideas of the 
time. Sometimes emphasis is put on the organic nature of the music, sometimes on 
structural analysis, and sometimes on historical approaches. Daverio's comment on 
the nature of the genre of song cycle is an appropriate summary of our search for a 
single definition of the genre: "the generic boundaries of the song cycle are fluid, 
dependent on the critical orientation of the receiver," and "the song cycle resists 
definition. ”5i 
Daverio, "The Song Cycle," 281 -282. 
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Chapter 2 
IS OP. 33 A SONG CYCLE? 
Whether Brahms considered his Op. 33 to be a song cycle is unclear. He never 
used the term "cycle" in connection with his song publications, even for the Magelone 
Romanzen, which is often considered as one of the，if not the only, song cycle that 
Brahms ever composed. In a letter of March 1870 to Adolf Schubring Brahms stated 
that the Magelone Romanzen should not be thought of as a single entity. Yet later 
Brahms apparently contradicted himself by asking rhetorically: "Aren't they [the 
Magelone songs], after all, a kind of theatre?，,1 Moreover, Daverio pointed out that 
when Brahms learned that the first two volumes of Op. 33 were not selling well, he 
suggested that the publisher reissue them and mix them with some of his more 
popular songs, which suggests Brahms did not care much about the cyclic integrity of 
the work. In order to understand the problems inherent in classifying Brahms's 
Magelone as a song cycle, it is necessary to review some of the scholarly literature 
that discusses the work in detail. 
Musical Scholarship on Op. 33 
Romanzen aus Tieck's ‘Magelone,, Op. 33，is the only narrative song collection 
Brahms ever composed. Many music scholars classify it as or call it a song cycle 
without explicit justification.^ Scholarship on Brahms's music either fails to mention 
‘ J o h n Daverio, "The Song Cycle: Journeys through a Romantic Landscape," in German Lieder in the 
Nineteenth Century, ed. R. Hallmark (New York: Schirmer, 1996)，296. 
2 Daverio, "The Song Cycle: Journeys through a Romantic Landscape," 308 n. 53. 
3 Walter Niemann considers Op. 33 as one of the few complete German song cycles that Brahms has 
composed. See Walter Niemann, Brahms, trans. Catherine Alison Phillips (New York: Knopf, 1930), 
353. Malcolm MacDonald called Op. 33 the only overt full-blown song cycle of Brahms. See 
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Op. 33 or provides only brief background information of the songs.4 Exceptions 
include some journal articles written by music scholars like Thomas Boyer,^ Jonathan 
Bellman, John Daverio,? Peter Jost,^ and A. H. Fox Strangeways, etc.^ These 
articles provide insightful perspectives from which we can approach Brahms's 
Magelone, but their discussions are usually based on the a priori assumption that 
Magelone is a song cycle. For example, Daverio highlights the position of this song 
cycle as midway between song and opera in the hierarchy of musical genre; ^ ^ 
Thomas Boyer interprets the song cycle in the light of Brahms's psychological needs; 
Bellman takes Magelone as an example showing the chivalric style of Brahms. In 
all these articles, a thorough historical, musical or textual analysis of the entire work 
is absent. 
Margaret Gene Boyer，s Ph.D. dissertation submitted in 1980 is perhaps the first 
attempt among music scholars in the past few decades to offer a comprehensive study 
of Brahms's Magelone. ‘ ‘ She not only discusses the history and origin of Tieck's 
Malcolm MacDonald, Brahms (Oxford and New York: Oxford University Press, 2001)，185. 
Johnathan Bellman, Lucien Stark, Eric Sams, A. H. Fox Strangways, and Edwin Evans, etc. called Op. 
33 a cycle, song cycle, or Romantic Lied Cycle. See Jonathan Bellman, ‘‘Aus alten MSrchen: The 
Chivalric Style of Schumann and Brahms," Journal of Musicology 13 (1995): 118; Lucien Stark, A 
Guide to the Solo Songs of Johannes Brahms (Bloomington: Indiana University, 1995)，76; Eric Sams, 
The Songs of Johannes Brahms (New Haven: Yale University Press, 2000)，92; A.H. Fox Strangways, 
"Brahms and Tieck's Magahne," Music and Letters 2\, no.3 (1949): 222; Edwin Evans, Handbook to 
the Vocal Works of Johannes Brahms (New York: B. Franklin, 1970), 115. 
4 For example, Lucien Stark, and Eric Sams just provided information such as the original German text 
and its English translation, the date and place of composition, and the musical form of Op. 33 in their 
discussion of the work. See Stark, A Guide to the Solo Songs of Johannes Brahms, 75-109; Sams, The 
Songs of Johannes Brahms, 90-121. 
5 Thomas Boyer, "Brahms as Count Peter of Provence: A Psychosexual Interpretation of the Magelone 
Poetry," Musical Quarterly 66 (1980): 262-86 . 
6 Bellman, "Aus alten Marchen: The Chivalric Style of Schumann and Brahms," 117-35. 
1 John Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative'" Journal of 
Musicology 7 (1989): 343-65. 
8 Peter Jost, "Brahms und die romantische Ironie: zu den Romanzen aus L. Tieck's Magelone Op. 33," 
Archiv fur Musikwissenschaft 47, no. 1 (1990): 27-61. 
9 Strangways, "Brahms and Tieck's Magalone;�211-29. 
Daverio drew parallels between the hierarchies of genres in music to that in literature. Op. 33 as 
the mixture of lied and opera is analogous to the MSrchen as the mixture of Roman and lyric cycle. 
“Margaret Gene Boyer, "A Study of Brahms' Setting of the Poems from Tieck's ‘Liebesgeschichte 
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Magelone, but also gives a song-by-song discussion of the complete work. However, 
except for nos. 1,9, 12 and 15, the discussion of individual songs is limited to the 
provision of the narrative, the poetic meter of the text, the key and the tempo marking. 
Unfortunately, her analysis has been considered superficial by some other scholars.'^ 
In general, she focuses more on the setting of the poems, the poetic meters and their 
relationship with the musical characteristics. 
Boyer acknowledges that Op. 33 possesses some traits that prevent it from being 
classified as a song cycle, for example, its peculiar publication and performance 
history, the atypical length of the work and specific songs (nos. 1, 3 and 6). Despite 
these traits, she regards Op. 33 as a song cycle since "the poems are by one poet, they 
relate to a narrative, and are unified by a complex but harmonic plan."'^ 
Boyer devotes two pages in her dissertation to explain the harmonic scheme of 
Op. 33. The key relationship among the songs in Op. 33 according to Boyer is 
summarized in Table 2 below: 
der schonen Magelone und des Grafen Peter von Provence'" (Ph.D. diss., Washington University, 
1980). 
12 See Heather Anne Piatt, Johannes Brahms: A Guide to Research (New York: Routledge, 2003), 291. 
13 Margaret Gene Boyer, "A Study of Brahms' Setting of the Poems from Tieck's 'Liebesgeschichte 




Key Relationship in Op. 33 
Song Key Key Relationship 
1 E-flat major Tonic 
2 C minor Submediant 
3 A-flat major Subdominant 
. T^  n , • Subdominant's 4 D-flat maior „ , , . • ^ Subdommat 
5 F major Mediant of D-flat 
6 A major Mediant of F 
7 D major Subdominant of A 
o n , . Mediant of D (Spelled 8 G-flat major , . � enharmomcally) 
9 A-flat major Subdominant 
10 C minor Submediant 
11 F minor Supertonic 
12 G minor Mediant 
13 E ma or Neapolitan of Tonic 
major (Spelled enharmonically) 
14 G major Mediant Major 
15 E-flat major Tonic 
Op. 33 opens and closes in E-flat major, an overall tonally closed design that 
supports its cyclical nature. Boyer points out that songs in Op. 33 are dominated by 
descending fifth movements (nos. 1-3, 3-4, 6-7, 10-11), ascending major thirds (nos. 
4-5, 5-6, 7-8，9-10) and descending thirds (nos. 1-2, 2-3, 12-13, 14-15). The only 
other motion between songs is the two ascending seconds (nos. 8-9, 11-12). Boyer 
asserts that the tonal fluctuations in seconds, thirds, and fifths are means to produce 
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and release tension and that the collection is musically comprehensible only in its 
entirety. 
In general, motion that descends by the interval of fifth or a 
third relaxes and darkens in color, picking up strength. 
Ascending motions create tension. Viewed in this way the 
psychology of the cycle as a whole can be viewed in terms of 
tension creating and tension relieving motions. 
...the harmonic progressions of the songs present a coherent 
plan creating a dramatic tonal shape that is, by its nature, 
incomprehensible if it is not presented in its entirety. As a 
result, the harmonic structure argues powerfully that the songs 
were in fact intended by Brahms to be a single composition. 
Like Boyer, Stafford Turner similarly attempts to focus his dissertation 
exclusively on Brahms's Magelone. In his dissertation titled "Unveiling Die schdne 
Magelone: A Study of Johannes Brahms's Romanzen aus Magelone”, he discusses the 
origin of Tieck's Magelone and as well as Brahms's setting of the poems on a 
song-by-song b a s i s . H o w e v e r , unlike Boyer, Turner's discussion of individual 
songs is not limited to the provision of the narrative. Besides analyzing the musical 
structure of each song, he also provides information on the first performances of the 
songs, if available, building his analysis upon the findings by Lucien Stark, Eric Sams 
and Margaret Gene Boyer, with occasional ideas from other music scholars.'^ 
14 Margaret Gene Boyer, "A Study of Brahms' Setting of the Poems from Tieck's ‘Liebesgeschichte 
der schOnen Magelone und des Grafen Peter von Provence'" (Ph.D. diss., Washington University, 
1980), 79. 
15 Turner devoted the whole of chapter 4 to the discussion of individual songs. For details, see 
Stafford Turner, "Unveiling Die schSne Magelone: A Study of Johannes Brahms's 'Romanzen Aus 
Magelone'" (DMA diss., University of Cincinnati, 2000)，38-84. 
16 For example, Turner quoted Hallmark's comment on the orchestral-like piano accompaniment of no. 
10，saying that the song illustrates operatic influence. See Turner, "Unveiling Die schOne Magelone," 
68. 
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In classifying Brahms's Op. 33, Turner begins by presenting different definitions 
of the term "song cycle" and comes up with the conclusion that all the definitions are 
vague and differ greatly. The definitions/explanations that he quotes explicitly 
include: 17 
1. The definition from Peake's 1968 dissertation - "The song cycle is a series or 
string of art songs, preferably for solo voice and piano accompaniment, each 
song being a complete musical unit and capable of being lifted out of the cyclical 
context." 
2. Peake's definition for the 1980 edition of the Grove Dictionary - "A composite 
form of vocal music consisting of a group of individually complete songs for 
solo or ensemble voices, with or without instrumental accompaniment. It may 
relate a series of events, or a series of impressions, or it may simply be a group of 
songs unified by mood. The texts may be by a single author or from several 
sources." 
3. Rufiis Hallmark's brief explanation of the term for the New Harvard Dictionary 
of Music - "A group of songs, usually for solo voice and piano, constituting a 
literary and musical unit." 
Turner then presents the evidence against the claim that Op. 33 is a song cycle. 
The evidence includes the extended time period that Brahms spent on composing Op. 
33; the peculiar publication history of Op. 33; the length of individual songs as well as 
the work as a whole; the rarity of performing the entire work in concerts in 1860s to 
1870s; the lack of a self-contained narrative in the lyrics; the involvement of four 
17 See Turner, "Unveiling Die schOne Magelone," 87. 
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• characters instead of one as in typical cycles; and finally Brahms's avoidance of using 
the term "cycle" to describe Op. 33.'^ 
To balance his discussion, Turner also presents evidence that suggests Op. 33 is a 
song cycle. His arguments are very similar to those made by Boyer, that is, the work 
is for one solo voice with piano accompaniment, with texts from one poet and one 
narrative context, and a tonal design that supports the cyclical nature of the work. 
Besides, Turner asserts that motivic and stylistic unities exist throughout the work. 
Different motives are introduced in the opening song and they reappear in later songs. 
For example, the galloping rhythmic motive first introduced in m. 12 of the first song 
is pervasive in the first two songs; the "adventure" motive in m. 43 of no. 1 reappear 
in no. 4 and no. the opening measures with a triadic motive that evokes horn calls 
is heard in nos. 2, 3, 5, 15. The stylistic and motivic features of Op. 33 will be 
discussed in chapter 4. 
A closer examination of the evidence given by Turner against classifying Op. 33 
as a song cycle reveals that it does not refute the claim that Op. 33 is a song cycle. 
No definition of the song cycle Turner mentioned limits the compositional period or 
the publication pattern of the work. The composer's intention and the length of 
songs are also not considered in the definitions. Concerning the performance 
practice, the fact that the songs were not performed as an entire cycle does not rule out 
the work being a song cycle. It is important to interpret the performance practice of 
Lieder in an historical context as will be discussed in the next chapter.^' 
18 Turner, “Unveiling Die schOne Magelone," 88-90. 
19 See examples 2 amd 3 in chapter 4 of this thesis. 
2° Turner, "Unveiling Die schftne Magelone," 92-93. 
21 The general performance practice of Lieder before 1870 was to have singers select a few songs to be 
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Turner should have classified Op. 33 as a song cycle if he had matched the 
evidence with the vague definitions he mentioned. However, he does not even refer 
to the definitions that he previously mentioned to make a judgment. Instead, Turner 
adopts Daverio's argument that Op. 33 is a mixed genre, a musical work that lies 
midway between the lyric cycle and the Romantic opera.22 
Daverio views Brahms's Magelone as a musical analogue to the literary form of 
Tieck's Magelone. He argues that 
Brahms was merely obeying the law which Friedrich Schlegel, in 
one of his many variations on notions originating with Kant, 
formulated in a notebook fragment of 1797: "The romantic 
imperative demands the mixture of all poetic types."23 
In the nineteenth century, an aesthetic shift towards generic mixture was underway. 
Friedrich Schlegel was one of the principal figures that advocated the new idea. In 
Schlegel's view, the Roman was the "modem" genre par excellence because of its 
potential for fusing classical types.24 In the hierarchy of genres, poetic types of every 
kind, including folk tale, idyll, epic, dramatic and lyric, are considered to be 
"fundamental forms", the lowest in the hierarchy. Roman, on the other hand, the 
ideal to which all of the other genres aspired, is the highest in the hierarchy. In 
Schlegel's aesthetic theory of poetry, the Roman is the cornerstone because it 
performed in a standard concert programme with songs to be performed between instrumental works. 
For a more detailed discussion on the performance practice of Lieder in the nineteenth century, see 
chapter 3 of this thesis. 
22 Turner, "Unveiling Die schone Magelone," 93-97. 
23 John Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" Journal of 
Miisicologyl {\9%9)\ 346. 
24 The mixed-genre became an important artistic activity in the nineteenth century, both in literature 
and in music. See Daverio, "The Song Cycle: Journeys through a Romantic Landscape," 282. 
41 
• surpasses the limits of genre altogether by combining epic, dramatic, and lyric 
qualities. That is, it is the ultimate mixed-genre work {Mischgedicht), Between the 
fundamental forms and the Roman lies the Mdrchen, a genre which is more limited in 
scope than the Roman. Daverio explains that since the Mdrchen written by Tieck, 
Novalis, Eichendorff and Klingsohr blend the narrative and the lyric verse, it was 
often conceived as a Mischgedicht, or a Roman in miniature?^ 
Daverio then draws a parallel between the hierarchy of genres in literature and 
that in music. He maintains that 
. . . i t is possible to identify a hierarchy of genres proceeding from 
fundamental forms such as the character pieces and Lied, and 
culminating in the genre for which the music critics of the early 
nineteenth century had the highest hopes, the Romantische Oper. 
Weber ... defined the operatic ideal as a kind of 
Gesamtkunstwerk; . . .We can better interpret Weber's ideal as a 
work in which specifically musical forms and genres were brought 
together to create a complex unity, a musical equivalent of the 
Roman?^ 
The genre of song cycle then lies midway between the fundamental forms and the 
musical Roman, or opera. That is, the genre of song cycle is representative of 
neither the Lied nor the opera, but is the result of mediation between the two genres. 
Daverio reckons that Brahms's Magelone displays significant traits of genre 
mediation, "for the Magelone Romanzen are formed from a complex of threads that 
25 Daverio's idea of conceiving the Mdrchen as a mixed-genre work is based on Schlegel's writings. 
See John Daverio, "Brahms's Magelone Romanzen and the ‘Romantic Imperative,'" Journal of 
Musicologyl 348. 
26 John Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" Journal of 
Musicologyl {\9%9y.35\. 
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lean at times toward the song cycle, at times toward opera."^^ In terms of the length 
of the work (totally 15 songs), the tonally closed design (with E-flat as the tonal 
centre), and the manner of presentation (for solo voice with piano accompaniment), 
Magelone conforms to the convention of the song cycle in the second half of the 
nineteenth century. Other traits that suggest that Magelone is a song cycle include 
0 Q 
the subtle connections between individual songs; and the adherence to strophic 
form.29 
Brahms's Magelone is often criticized for its excessive word repetitions and 
declamatory writing, and abrupt tempo shifts, features that have been viewed as not 
appropriate to the Lied tradition.^^ These stylistic oddities were seen by many as the 
result of Brahms's failure to follow the discipline of the genre of song cycle. 
However, Daverio posits that given Brahms's knowledge and consciousness of the 
German musical tradition, it is plausible that Brahms deliberately wrote a song cycle 
that is different from his predecessors to assert his individuality. Specifically, "It 
was Brahms's achievement to have created a precise musical analogue to Tieck's 
generically hybrid Liebesgeschichte . . .he [Brahms] contributed a startlingly 
experimental work to a genre whose history is determined by experimental works."^^ 
27 John Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" Journal of 
Musicology 1 (1989): 351. 
28 Daverio elaborates briefly on the connections between individual songs in terms of melodic and 
rhythmic features, musical connections that echo the poetic content, etc. See John Daverio, "Brahms's 
Magelone Romanzen and the ‘Romantic Imperative,'" Journal of Musicology 7 (1989): 352-3. 
29 Though the songs in Op. 33 are basically strophic, they vary in terms of complexity. For example, 
the form of nos. 9 and 12 are of relative simplicity, whereas those of nos. 1, 7, and 14 are more 
complex. See John Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" Journal 
of Musicology 7 (1989): 353-5. 
Word repetitions can be found in all the 15 songs in Op. 33. However, no. 15 exhibits the most 
extensive text repetition. See chapter 3 for a more detailed discussion of Brahms's treatment of text 
for no. 15. In addition, abrupt tempo shifts can also be found in many songs, especially in nos. 3 and 
6. See Appendix 1 for the changes in tempo in different songs. Furthermore, an example of 
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According to Daverio, operatic elements are found in Op. 33, including the 
division of the whole into two lyric "acts" by the break of a second between no. 8 (in 
G-flat) and no. 9 (in A-flat);^^ the implied orchestral writing in the accompaniment;^^ 
the formal disposition of nos. 3，6, 8 and 15 that resembles the late eighteenth- and 
early nineteenth-century virtuoso aria.34 In no. 3, Brahms even included four 
measures of recitative (mm. 82-5), the only spot of its kind in all of Op. 33. It 
should be noted that the operatic elements are not segregated from the elements of 
traditional Lied. In nos. 3 and 15, for example, both songs' opening evoke the 
traditional Lied, but then develop into a virtuoso aria by means of tempo change, use 
of recitative, text repetition, etc. 
The way Daverio classifies Brahms's Magelone is enlightening. He draws our 
attention not only to the musical details of the work, but also to the relationship 
between musical and literary genres. Taking this perspective, one can better 
appreciate the "stylistic oddities" of the Magelone Romanzen instead of viewing them 
as faults or imperfections. Following Daverio's logic, it seems inappropriate for us 
to seek a clear-cut classification of Op. 33. 
To conclude, the existing musical scholarship on Brahms's Op. 33 that focuses 
on the genre classification of the work is very limited. Both Boyer and Turner draw 
their conclusion from the analysis of some or all of the individual songs of Op. 33. 
declamatory writing can be found in no. 3，mm. 85-96. 
31 Daverio, "The Song Cycle: Journeys through a Romantic Landscape," 296-7. 
32 Similar to the analysis of Boyer, Daverio argues that the songs move principally by thirds and fifths, 
except no. 8 to no. 9’ which is an ascending major second. 
“ F o r example, the hom calls in no. I, the evocation of the lute in the rapidly arpeggiated chords in the 
opening of no. 3. 
3 Daverio argues that these songs take the Cantabile/Allegro form characteristic of the late eighteenth-
and early nineteenth-century aria as their point of departure, a pattern that was quite out of date in 
Brahms's time. For a more detailed discussion, see John Daverio, "Brahms's Magelone Romanzen 
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Their discussions mainly focus on the musical characteristics of the work, including 
the harmonic plan, tempo and dynamic markings and their changes, motivic 
relationships, text setting, etc. Daverio takes a somewhat different perspective by 
starting from a literary point of view. He concludes that Brahms's Magelone can be 
viewed as a musical analogue to the literary form of Tieck's Magelone, as both works 
display significant traits of genre mediation. 
In chapter 4, further information on Tieck's version of Magelone and the brief 
compositional history of Brahms's Magelone will be discussed, which will be 
followed by the analyses of selected songs. It is hoped that the information 
presented in chapter 4 would further clarify the arguments offered by the music 
scholars mentioned in this chapter, facilitating the reader to make their own judgment 
on the validity of these arugments, for example, Turner's argument on motivic unity 
of Op. 33 and Daverio's argument on the co-existence of musical characteristics of 
Lied and opera aria. 
Alternative Way to Understand Op. 33 
Regardless of the perspective of analysis, Boyer, Turner and Daverio all arrive at 
their conclusion to the question of genre classification of Op. 33 from the analysis of 
the work itself. Such approaches implicitly assume that the work is classifiable 
according to certain criteria, readily identifiable traits, or genre markers. It is true 
that genre classification helps to manage knowledge for it "separates musical works 
from the conditions of their production and reception", and is "a means of ordering, 
and the 'Romantic Imperative,'" Journal of Musicology 7 (1989): 357-9. 
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stabilizing and validating the musical materials themselves.，’35 However, it also 
serves a communicative function. It tells the audience what to expect from the work. 
As such, genre behaves like a contract between the composer and the audience. 
However, such contract may be broken. It may be purposely broken as a result of 
the manipulation by the composer. A notable example, given by Jeffrey Kallberg, is 
Chopin's Nocturne in G minor. He proposed that the generic ambiguity of the work 
that results from the elastic display of expectations of the nocturne, mazurka, and 
chorale was intended by Chopin to communicate his Polish Romantic nationalism.^^ 
Furthermore, the contract established by a genre can be breached by the listeners as 
well. This commonly happens when there is a time gap between the listener and the 
birth of the genre. This is especially true when the genre has a long life span. 
When listening to music from an earlier period, audiences inevitably hear it within 
their own context. For example, one who does not have the knowledge of old dance 
forms may regard a "Sarabande" in Bach's dance Suite as merely an "Andante" 
movement. 
The breach in the generic contract mentioned above echoes Carl Dahlhaus's 
claim that from the early nineteenth century onwards musical genres had lost 
substance. As a result of the aesthetic shift from functional music to autonomous 
music in the course of the nineteenth century, musical works were directed against 
functional constraints and models. For example, Beethoven's Ninth Symphony can 
be classified neither as functional nor as autonomous music. It has both secular and 
sacred elements. Dahlhaus argues that the transition to autonomy and the 
Jim Samson, "Genre," Grove Music Online ed. L. Macy, http://www.grovemusic.com (accessed 
November 1,2005). 
36 For details of Kallberg's argument, see Jeffrey Kallberg, "The Rhetoric of Genre: Chopin's Nocturne 
in G Minor," 19th-century Music 11, no. 3 (1988): 246-258. 
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• emancipation from imposed purposes gave rise to a reversal of the rankings of 
individual works and their genres. 
In older, functional music, a work was primarily an example of a 
genre, as an individual person fits into a succession of generations 
that extends far beyond him and survives him. A work formed 
not so much an isolated, closed whole, an individuality enduring in 
itself, as, rather, it exemplified a type, feeding on the historical 
substance of this type, which had developed in the course of 
decades or even centuries, and requires the listeners to connect the 
work with the type in order to understand it . . . . 
But since the late eighteenth century . . . the concept of a genre is no 
longer established in advance for individual works. Rather, every 
genre fades to an abstract generalization, derived from individual 
structures after they have accumulated. 
One of the reasons for the disintegration of genres, according to Daulhaus, is the 
consolidation and historicizing of the concert repertoire since the middle of the 
nineteenth century. The rise in popularity of public concerts in the nineteenth 
century obliviously canonized individual works instead of genres in the concert 
repertoire. Historicizing of the repertoire means that individual works, extrapolated 
from the genre tradition from which they stemmed, were passed down and 
preserved. 
Dahlhaus's viewpoint seems to offer a satisfactory explanation on the difficulty 
encountered in classifying Op. 33 as well as many other well-known cycles written in 
the nineteenth century. The genre of song cycle gradually emerged in the second 
half of the nineteenth century, a time during which the importance of musical genre 
declined. Although tradition-conscious Brahms who performed the song cycles of 
“ C a r l Dahlhaus, Esthetics of Music, trans. William W. Austin (Cambridge: Cambridge University 
Press, 1982)，15. 
38 Browning, German Poetry from 1750 to 1900, 42-3. 
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Beethoven, Schumann, and Schubert in 1861 should have been well aware of features 
and development of this emerging genre, the call for individuality may well have 
influenced his conception of song cycle. From this perspective, all the special 
features we find in Brahms's Magelone that deviate from the genre markers may be 
considered to be Brahms's intentional display of his individuality. 
Any attempt to classify Brahms's Magelone inevitably draws in our current 
conception and evaluation of the song cycle genre, and perhaps other genres as well. 
However, since genre classification serves a communicative function, a study of Op. 
33 in the performance context would offer insights to our understanding of the work. 
In the next chapter, the Lieder performances in the nineteenth century in general and 
some of the early Performances of Op. 33 will be discussed. By doing so, I am not 
trying to establish or assign a definitive description of the genre of Op. 33, as Boyer, 
Turner, and Daverio have done. Instead, I hope to offer an alternative way to 
understand Brahms's Magelone since its inception. 
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Chapter 3 
LIEDER PERFORMANCE IN THE NINETEENTH CENTURY 
Public performance of songs was a rarity in the first several decades of the 
nineteenth century. ‘ Although songs seldom dominated the programmes of public 
concerts in Europe in the early nineteenth century, they gradually gained importance 
from being a small part of a mixed concert programme to being the sole component of 
song r e c i t a l s . 2 In around 1870, solo vocal recitals became popular in Vienna, which 
was one of the first cities to develop song recitals.^ 
The emergence and rise in popularity of solo vocal recitals in the last few 
decades of the nineteenth century was the outcome of a gradual transformation of 
private music making. For most of the nineteenth century, songs were intended to be 
sung at home by amateurs for their own entertainment and amusement. In Vienna, 
for example, although public concerts existed already in the early nineteenth century, 
much music making took place at home. This could be attributed to the massive 
expansion in the production of sheet music that made domestic music making more 
feasible. 
Private music making and sharing could take the form of social gatherings or 
even semi-public concerts. Taking Viennese musical culture as an example, 
Schubert was often associated with intimate gatherings named Schubertiades, which 
‘Edward F. Kravitt, "The Lied in 19th-century Concert Life," Journal of American Musicological 
Society 18(1965): 207. 
2 Recitals are solo concerts given by one performer or a small group, for example, a string quartet. 
3 Edward F. Kravitt, The Lied: Mirror of Late Romanticism (New Haven: Yale University Press, 1996), 
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• were unpublicized events devoted primarily or exclusively to his music. These 
informal and sociable gatherings were usually given by Schubert's patrons and friends. 
No written programmes were provided, but Lieder predominated, together with 
dances, partsongs and keyboard works. Through these gatherings Schubert shared 
his music with devoted listeners in his circle of friends.4 
In the spirit and atmosphere of the Schubertiade, more formal semi-public 
concerts emerged. These concerts were semi-public performances sponsored by the 
middle class and aristocracy, who brought friends and relatives to the concerts, and 
they might in turn bring acquaintances and friends. In some cases, welcome was 
also extended to music lovers not necessarily known to the sponsors of the event. 
Amateurs and professionals alike performed before a select audience that might 
exceed a hundred. These semi-public concerts that were free of charge became 
important transmitters of Viennese music.^ 
The concerts offered by musical salons in Vienna were of historical significance 
in the first half of the nineteenth century. Such salons provided important forums for 
composers for they could premier many works at these sorts of gatherings. 
According to Otto Biba, many important performances of Schubert were in fact given 
in these concerts, and Schubert's Lieder were performed frequently in musical salons.^ 
For instance, the semi-private concerts that featured Schubert's music were organized 
18. 
4 See Christopher H.Gibbs, The Life of Schubert (Cambridge: Cambridge University Press, 2000), 
74-5. 
5 Otto Biba, "Schubert's Position in Viennese Musical Life," IQth-Century Music 3’ no. 2 (1979): 
108-109. 
6 Biba, "Schubert's Position in Viennese Musical Life," 109. 
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by a friend of Schubert, Leopold Sonnleithner, regularly at the home of his father 
Ignaz Sonnleithner from 1815 to 1824. 
In the early nineteenth century, public concerts were presented either by 
independent virtuosi or by private societies. These concerts had grown out from 
salon music. For example, some members of the Sonnleithener's musical salons 
helped to found the Gesellschaft der Mus肺eunde in 1812. The society sponsored 
regular orchestral concerts as well as vocal performances. These public concerts 
usually offered a mixture of art forms, pieces and genres performed by amateur 
performers. The Gesellschaft der MusiJrfreunde became an important venue for 
composers to present and disseminate their music. Taking Schubert as an example, 
the Gesellschaft der Musilrfreunde was an important venue for presentations of his 
works during the 1820s7 
Besides public concerts organized by amateur organizations, the principal type of 
public concerts in the early nineteenth century was the benefit concert. These 
concerts were sponsored by individual musicians for their own 'benefit' and usually 
involved a variety of performers, both vocal and instrumental. The primary aim of the 
concert was "to demonstrate publicly the prominence of one's musical colleagues and 
patrons, and thereby to gain well-paid teaching engagements."^ In the programme, a 
performer might offer a variety of works on the piano or the violin, along with other 
performers for a duo, trio or quartet. Besides instrumentalists, singers might also 
perform Lieder or opera arias in the concert. The audiences were made up mostly of 
persons for whom the sponsor of the concert had taught or played at a salon. 
7 Biba, "Schubert's Position in Viennese Musical Life," 107. 
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Therefore, benefit concerts established a new commercial order in the concert world, 
which was very different from the informal nature of private concerts of musical 
salons. 
A notable performer of benefit concert was Clara Schumann. She gave frequent 
concerts of this sort. For example, in the concert on 1 February 1866，Clara 
Schumann played a Sonata by Schubert, Variations in C minor by Beethoven, three 
short piano pieces by Schumann, accompanied Bettelheim in Schumann's 
Frauenliebe und Leben nos. 1-8 in two separate parts (four songs at a time), and 
played a piano duo by Ernst Rudorff with Julie v. Asten.^ 
Regardless of the types of public concert, the programme was usually mixed. 
The basic principle was variety, not only in genres, but also in performing forces. 
William Weber generalized the format of the Gewandhaus concerts as: "each half of 
the programme would offer an overture, an aria, a solo instrumental number and 
finally a vocal or choral finale, either from opera or oratorio.”i�The sample 
programme provided by Kravitt for the Gesellschaft der Musilrfreunde concert on 2 
March 1856 supported Weber's claim. In the first half of the programme, four pieces 
were performed, namely, Beethoven's Piano Trio in B; two Lieder, one by 
Mendelssohn and one by Schubert, a Lied by Franz Lachner, and an opera duet by 
Spohr. The second half of the programme began with a slow movement from one of 
Mozart's string quartet, followed by an opera aria by Mozart, a Lied by G. Preyer, a 
8 William Weber, "Recital," Grove Music Online ed. L. Macy, http://www.grovemusic.com (accessed 
15 October 2005). 
^The programme is shown in Kravitt, The Lied: Mirror of Late Romanticism, 19. 
William Weber, "Concert (ii), 3(vi): The 18''' century: Programmes," Grove Music Online ed. L. 
Macy, http://www.grovemusic.com (accessed 15 October 2005). 
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duet by Meyerbeer, and finally choral finale by Abt.'' It is clear that Lieder appeared 
in concert programmes, but inserted between orchestral or instrumental works. 
Liszt was perhaps the first to apply the term 'recital' to his concerts.'^ In his 
concerts held during the end of 1830s, he reduced the number and significance of 
other performers in his programme. Sometimes he even appeared alone. It was 
only after the mid-nineteenth century that more musicians began to offer public 
recitals. One plausible explanation for this was the increased autonomy of 
performers in the professional musical world after 1848. August Miiller's article 
written in 1849 in Neue Zeitschrift fur Musik pinpointed such a change, 
Beethoven, namely, challenged the orchestral musician to be an 
artist in the true sense of the word, and grants to everyone 
capable of reproducing well the sublime ideas of this creative 
spirit a patent for this quality, a patent which, sealed by a divine 
hand, will be honoured throughout the entire artistic w o r l d . " 
The celebrated baritone Julius Stockhausen was the first vocalist to perform an 
entire song cycle in one concert. In the concerts held on 6 and 8 May, 1856 in 
Vienna, he sang Schubert's Die schdne Mullerin in its entirety. The idea of 
performing an entire song cycle was radical and novel at that time. Stockhausen's 
innovation consisted not only of singing so many songs in one solo recital, but also of 
offering a programme of Lieder that was unified by composer and subject matter. 
Eduard Hanslick, the powerful music critic of the Neue Freie Presse, commented that 
the idea of singing an entire song cycle was new and Stockhausen's concert 
“ S e e Kravitt, "The Lied in 19th-century Concert Life," 209. 
12 Liszt applied the term 'recital' to an event held in London on 9 June 1840 in the Hanover Square 
Rooms. See William Weber, "Recital," Grove Music Online ed. L. Macy, 
http://www.grovemusic.com (accessed 12 December 2005). 
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programme was "truly the simplest programme in the world.，，!* However, the 
general opinion was that such performances would be monotonous. In addition, only 
the most capable performers could perform a complete song cycle, which requires 
enormous physical endurance. 
Stockhausen's innovation did not attract imitators immediately. This can be 
illustrated by Clara Schumann's programme for the concert on 1 February 1866 
mentioned earlier. In that concert, she accompanied Bettelheim in Schumann's 
Frauenliebe und Lehen in two separate parts, only four songs at a time. In between 
the groups of songs, Clara Schumann played piano pieces by Schubert, Beethoven and 
Schumann. 
By about 1870 professional musicians had developed unrivaled authority in 
concert life. They no longer needed to perform concerts of extraordinary lengths 
with as many pieces or as many players as before to attract people to a t t e n d ” In the 
I 
I 
last quarter of the nineteenth century, the Lied became a great favourite in European 
concert halls. Alongside with the gaining popularity of instrumental solo recitals, 
recitals that consisted solely of Lieder became more common. In 1876, Gustav 
Walter gave his first Schubert evening, which met with great success. Thereafter -
Liederabende gained popularity in Vienna and became an important feature of 
Viennese musical life. Hugo Wolf once commented that "In recent years 
13 Quoted in Gramit, Cultivating Music, 150. 
14 Susan Youens, Schubert, Muller, and Die schdne Mullerin (Cambridge: Cambridge University Press, 
1997), 26. 
15 William Weber, Music and the Middle Class: The Social Structure of Concert Life in London, Paris 
and Vienna between 1830-1848, 2nd ed. (London: Ashgate, 2004), 58. 
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Liedeabende have grown into an epidemic. ... Walter's lucrative idea of offering 
Liederabende has in recent years found many imitators."'^ 
Early Performances of Op. 33 
Brahms's Op. 33 was composed during the 1860s, yet as we have seen before 
1870s, public performance of songs was relatively uncommon. A study of the early 
performances of Op. 33 should therefore focus on private as well as public 
p e r f o r m a n c e s . 17 Unfortunately, due to the lack of documentary information, the 
study of private performances is not feasible at this time. However, it represents an 
area worthy of exploration when such evidence emerges. Therefore, the following 
discussion will focus exclusively on the public performances of Op. 33. The 
information on the early public performances of Op. 33 is also scanty. Lucien Stark 
gives brief information on the first performance of each song, if available, in his 
discussion of individual songs of Op. 33. Table 3 below summarizes the information 
on first performances of Op. 33 as provided by Stark: 
16 As quoted in Kravitt, "The Lied in 19th-century Concert Life," 213. 
17 Dahlhaus pointed out that in scholarly writings on music, scholars often downplayed the importance 
of private concerts to music history. One of the reasons is the lack of documents to engage in the 
study of private performances. Unlike public concerts, private concerts are seldom reported in 
journals and newspapers. However, the better-documented parts of music history are not necessarily 
the more significant. See Carl Dahlhaus, Nineteenth-Century Music (Berkerly: University of California 
Press, 1989), 49. 
18 The information is based on Lucien Stark, A Guide to the Solo Songs of Johannes Brahms 
(Bloomington: Indiana University, 1995). According to Piatt, Stark's survey of Brahms's songs is 
based on Max Fraedlaender, Brahms ‘ Lieder: Einfuhrung in seine Gesdnge fur eine und zwei Stimmen. 
(Berlin and Leipzig: Simrock, 1922). See Heather Anne Piatt, Johannes Brahms: A Guide to 
Research (New York: Routledge, 2003), 279. 
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. T a b l e 3 
Information on First Performances of Op. 33 
No. Year of Date of first Performers 
composition performance 
1 1861 4th April 1862 Stockhausen and Brahms 
2 1861 6th June 1865 Stockhausen 
3 1861 November 1864 Josef Hauser 
4 1861 7th December 1867 Stockhausen and Clara Schumann 
5 1862 7th March 1868 Stockhausen and Brahms 
6 1862 18th January 1877 George Henschel and Brahms 
7 1864 No record 
8 1863-65 No record 
9 1868 5th December 1871 Heinrich Vogl 
10 1866 No record 
1 1 ? No record 
12 1862 2丨」February 1871 Magdalene Murjahn 
13 1862 September 1871 No record 
14 1869 17th January 1874 Sophie Lowe 
15 1869 No record 
Besides the information listed above, two pieces of archival information from 
Allgemeine musiklische Zeitung and The Musical Times from my own search are 
worthy of further discussion. 
On 14 June 1865 the Allgemeine musiklische Zeitung reported that the concerts 
of the 42nd Lower Rhine Music Festival were held from 4-6 June 1865. All were 
mixed programmes including concert overtures, symphonies, arias and choruses from 
oratorios, and Lieder. In particular, the concert on the 6 June 1865 presented the 
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Overture and aria "Dies Bildniss ist bezaubemd schon" from the Magic Flute, Piano 
Concerto in G by Beethoven, two Lieder from Tieck's Magelone by Brahms,'^ piano 
works of Chopin, Heller and Mendelssohn, and Lieder of Rubinstein and Schumann, 
etc. 
According to a report in The Musical Times made on 1 June 1897, Mr. David 
Bispham performed Brahms, "In Memoriam" at St. James Hall to commemorate 
Brahms's death on 3 April in the same year. The concert opened with the Four 
Serious Songs, Op. 121, which was followed by the fifteen songs from Magelone Op. 
33. This was perhaps one of the earliest public performances of Op. 33 in its entirety. 
Mr, Bispham not only sang the songs, he also explained the original story of Tieck's 
Magelone to the audience using the language of fairy tales, commencing with "Once 
upon a time" and ending with "They were married and lived happily ever after."^® 
The author of the article commented that "A repetition of this delightful performance 
should be announced at the earliest convenient date." Although it is unclear as to 
what made the performance delightful, the performance of the entire series of the 
fifteen Magelone Lieder seemed to be well received at that time. The report by The 
Musical Times also sheds light on the performance practice of Op. 33，that is, the story 
was told before the performance of the songs. 
The report in the Allgemeine musiklische Zeitung concerning the concert held on 
the 6 June 1865 showed that two of Brahms's songs from Op. 33 were mixed with 
19 The report does not mention which two of the 15 songs were included. However, according to the 
information given by Stark in Stark, A Guide to the Solo Songs of Johannes Brahms, one of them was 
no. 2. 
It is not clear when the story was told in the course of the concert. However, it would make more 
sense to tell it before the fifteen songs were sung so that the audience can follow the narrative when 
they listen to the songs. See "Mr, David Bispham's Concert," Musical Times, 1 June 1897. 
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pieces from other genres in the programme. However, Imogen Fellinger has quoted 
Heinz von Beckerath, son of Brahms's friend Alwin von Beckerath, saying that 
Brahms disliked the practice of grouping and performing his songs in an arbitrary 
manner. Instead, he wanted the published order of his songs to be maintained.^' 
Unfortunately, the general performance practice of Lieder before 1870 was to have 
singers select a single song or a selection of songs to be performed, in a standard 
concert programme with songs to be performed between instrumental works. In fact, 
there is no evidence that performances of Brahms's songs necessarily followed the 
published order during his lifetime. Given the performance practice of Lieder during 
the period when Brahms's Op. 33 was premiered, the fact that Op. 33 was seldom 
performed in its entirety in a concert does not rule out the possibility that Op. 33 was 
regarded as a song cycle. 
The report in The Musical Times about Mr. David Bispham's performance of Op. 
33 on 3 April 1897 clearly showed that the complete Op. 33 was performed in its 
entirety in the concert. This can be explained by the change in performance practice 
of Lieder in public concerts. After 1870, the Lied became a great favorite in Vienna 
as well as other European cities. The report in The Musical Times not only 
mentioned the programme, but also the performer's explanation of the story before he 
performed the songs. The telling of the story could be seen as a means of providing 
a connecting narrative for Op. 33 since the audience could not understand the story of 
Magelone by referring to the songs' text alone. 
21 Imogen Fellinger, "Cyclic Tendencies in Brahms's Song Collections," in Brahms Studies: Analytical 
and Historical Perspectives, ed. George S. Bozarth (Oxford: Clarendon Press, 1999), 380. 
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Brahms's view towards the provision of a connecting narrative for Op. 33 was 
ambivalent. In 1866, after Brahms attended a performance of Op. 33 in Berlin, Max 
Friedlaender reported that Brahms was dissatisfied with the poor and shortened 
version of the connecting text, that is, passages that aimed to explain the story of 
Magelone?^ As a result, Brahms planned to add a "few words on the poems" in a 
new edition so as to convey to the performers the mood of the songs he intended.�^ 
However, in 1875, he told his publisher Rieter that Otto Scholotke's "verbindenden 
Text" (connecting text) had nothing to do with his songs, and demanded that the 
"verbindenden Text" not be printed. Perhaps Brahms's comments were related to the 
different uses of the connecting narrative. The programme notes in the performance 
Brahms attended in 1866 may have included an explanatory text written for the 
audience. On the other hand, the "verbindenden Text" written by Scholotke was 
meant to be published together with the score of Op. 33，which would likely be used 
by musicians. It is plausible that due to the different backgrounds of the targeted 
readers that Brahms made different comments on the connecting texts in the two 
scenarios. 
To conclude, there is no record of public performance of Op. 33 in its entirety 
during Brahms's lifetime, which seems to suggest that Op. 33 should not be viewed as 
a song cycle, but a mere collection of songs. However, such conclusion is not well 
substantiated if we also take into consideration the prevalence of mixed programme in 
nineteenth-century concerts and the lack of information on private performances. 
22 Daverio has mentioned Max Friedlaender's report on Brahms's reaction towards the "connecting 
text" in the 1866 Berlin performance. Unfortunately, Daverio does not make it clear as to whether the 
connecting text is spoken during the performance or printed in the programme. See John Daverio, 
"Brahms's Magelone Romanzen and the 'Romantic Imperative,'" Journal of Musicology 7 (1989): 
345-6. 
23 Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" 345. 
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Together with the fact that definitions of song cycle did not appear in Lexicons until 
late 1860s, it is highly probable that the public, including the concert organizers and 
the audience in general, did not have any expectation on a performance of a group of 
Lieder in the designated order in its entirety. That is, the communicative function of 
genre mentioned in chapter 2 was not yet applicable to song cycles written and 
performed in mid 1860s. 
The 1897 performance of Op. 33 in its entirety by Mr. David Bispham almost 
thirty years later reflected the development of the performance practice that coincided 
with the development of song cycle as a genre. Mr. Bishpam's performance of all 
the 15 songs of Op. 33 together with the explanation of the story before the 
performance of the songs was a piece of evidence to show that the interpretation of 
Op. 33 by the public has changed and that the work was viewed as a dramatic unity in 
the late 1890s. Such a change was likely to be the impact of the communicative 
function of the genre of song cycle of the time. 
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Chapter 4 
ANALYSIS OF OP. 33 
Tieck's Magelone 
With the exception of Op. 57, Op. 33 is the only opus of songs written entirely to 
texts of a single poet among Brahms's published works] The lyrics of Op. 33 come 
from Ludwig Tieck's folk tale Wundersame Liebesgeschichte der schonen Magelone 
und des Grafen Peter aus der Provence published in 1797. The story of Count 
Peter of Provence and the beautiful Magelone, Princess of Naples, was the subject of 
a poem written at around 1180 by Bernard de Treviers, Canon of Magelone in 
Languedoc. The prose adaptation of the Magelone tale existed in at least five 
editions before the end of the fifteenth century. Briefly stated, the story deals with 
the adventures of a young nobleman named Peter as he set out to experience the world 
out of wanderlust. He meets and falls in love with Magelone, and is separated from 
her by accident. However, he finally returns after a period of hopeless wandering, 
and the story ends with the happy reunion of the couple. 
The romance has been translated at various dates into different European 
languages. The French Magelone was translated into German by Veit Warbeck in 
1527. It was published posthumously in 1535 and was enthusiastically received. 
Using Warbeck's German version as his immediate source, Tieck employed the new 
literary technique of interspersing poetry in a prose text to write his own version of 
‘Brahms's Acht Lieder und Gesdnge, Op. 57 are songs set to texts by Daumer. 
2 For a more detailed account of the story, see Florence May, The Life of Johannes Brahms (London: W. 
Reeves,丨 905), 306-320. 
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Magelone in 1196? The prose provides the narrative thread while the poems serve 
as reflections and emotional commentary upon the action as it is advanced through the 
narrative. This is a bold departure from the usual Volksbuch practice of telling the 
story in its entirety, with detailed descriptions of the s t o r y . 4 
Peter Jost pointed out that the Warbeck version emphasized the action of the love 
story, while Tieck reduced the descriptions of pure action as far as possible and just 
retained the scaffolding of the story. In addition, Tieck added incidental changes to 
the story. For example, Tieck added the character Sulima, the daughter of the Sultan, 
to the story. However, he did not say much about how Peter became a Turkish slave 
and how he spent his two years in Turkey. Instead, Tieck gave detailed descriptions 
of Peter's internal struggle over whether to elope with Sulima. Tieck also muted the 
social identity of Peter and Magelone. Consequently, more room is made available 
for the reader's imagination beyond historic particulars.^ 
The 1796 version of Magelone was included in the second volume of Tieck's 
Volksmdrchen, a three-volume collection of folktales published in 1797 by Nicolai. 
The revised version of the folk tale was included in his Phantasus of 1812. In 1821, 
and again in 1841, Tieck placed all the poems of Die schdne Magelone, except the 
second poem, in his poetry collection titled Des Junglings Liebe. Titles were added 
to each poem for this collection. The version of Magelone that Brahms owned is the 
3 See Peter Jost, "Brahms und die romantische Ironie: zu den Romanzen aus L. Tieck's Magelone Op. 
33," ArchivfUr Musikwissemchaft 47，no.l (1990): 34-35. 
4 Volksbuch, or German folk tales, have a well-documented and ancient lineage. They are generally 
brief, have plots that show their characters tricking one another and making off with one another's 
goods or honor. See Ruth B. Bottigheimer, "German Fairy Tales," The Literary Encyclopedia, 
http://www.litencvc.com/php/stopics.php?i-ec=true&UID=1487 (accessed 22 July 2005). 
5 Despite the fact that the names and titles of the characters, as well as the places in which the story 
takes place are mentioned, the information given in the story does not imply that it is an historical event. 
Contrarily, it serves to provide a historical context for readers to imagine the narrative. 
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version in Phantasus, which was later collected in Tieck's Schriften published in 
1828.6 There are totally 18 poems in Tieck's Magelone, but Brahms only set 15 of 
them to music.^ 
Brahms's Magelone 
It took Brahms 8 years to compose the 15 songs. The years of composition for 
individual songs are shown in the summary chart for Brahms's Magelone Op. 33 
(Table 4). It is interesting to note that nos. 7, 8, 12 and 13 were composed well 
before the first six songs were published. This lends support to the view that Brahms 
was thinking in terms of a large collection of songs, and possibly a cycle, from the 
start. 
According to Imogen Fellinger, it was Brahms's habit to compose songs 
individually or in small clusters; they would be kept in his portfolio for a while or 
circulated among his friends before they were sent to the publisher. Brahms was 
insistent that his publisher follow the established succession of songs within each 
opus, though the separation of songs into volumes, as suggested by Fellinger, may 
have been a practical concession to the pub l i sher .8 Therefore, it is likely that the 
succession of songs in Op. 33 is the result of Brahms's intention to follow the 
narrative of Tieck's Magelone. 
6 Margaret Gene Boyer, "A Study of Brahms' Setting of the Poems from Tieck's 'Liebesgeschichte der 
schOnen Magelone und des Grafen Peter von Provence'" (Ph.D. diss., Washington University, 1980)， 
8-9. 
7 The possible reasons for the omission of the poems are discussed in the note to Introduction of this 
thesis. 
8 Imogen Fellinger, "Cyclic Tendencies in Brahms's Song Collections," in Brahms Studies: Analytical 
and Historical Perspectives, ed. George S. Bozarth (Oxford: Clarendon Press, 1999)，382. 
63 
• Table 4 
Summary Chart on Brahms's Magelone Op. 33 
of 
Song Composition^ Year of Publication Sung by Key 
1 1861 1865 Minstrel E-flat 
2 1861 1865 Peter C-minor 
Petpr/ 
3 1861 1865 f A-flat Magelone 
4 1861 1865 Magelone D-flat 
5 1862 1865 Peter F 
6 1862 1865 Peter A 
7 1864 1869 Peter D 
8 1863-65 1869 Peter G-flat 
9 1868 1869 Peter A-flat 
10 1866 1869 Peter C-minor 
11 ？ 1869 Magelone F-minor 
12 1862 1869 Peter G-minor 
13 1862 1869 Sulima E 
14 1869 1869 Peter G 
Magelone 
Brahms's Magelone is composed for solo voice with piano accompaniment. 
The first edition of the work was dedicated to a close friend as well as a famous 
baritone of his time, Julius Stockhausen. However, it is unclear whether the 
9 There has been general agreement among music scholars on the years of composition for the first six 
songs. However, the dating of the last nine songs is subject to debate. George S. Bozarth has 
revised the dating of the compositions given by Kalbeck, Friedlaender, Gerber and Giebeler by 
providing new documentary evidence. Here, the years listed are based on Bozarth revised dating. For 
details of Bozarth's findings, see George S. Bozarth, "Brahms's 'Liederjahr of 1868，”’ Music Review 
44 (1983): 208-22. 
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complete set is intended for solo performance by one singer. According to the story 
of Magelone, four different characters sing the 15 songs; and the last number is a love 
duet between Peter and M a g e l o n e . � Information from Table 3 (in Chapter 3) shows 
that not all the songs of Op. 33 were performed by male singers in the first 
performances. Some of them, namely, nos. 12 and 14，were performed by female 
singers. It seems that Brahms did not try to match the gender of the performer and 
that of the character that sings the song in the narrative. On ther other hand, sources 
indicated that Brahms once told the publisher regarding the transposed version of the 
songs that "Nr. 11 of the Magelone songs will naturally be transposed up for soprano! 
All the others transposed down."' ‘ Since no. 11，according to Tieck's narrative, is a 
lament sung by Magelone after her separation from Peter, Brahms's insistence on a 
version for soprano hints at a semi-dramatic performance of the complete set of songs, 
similar to that of a cantata. 
Brahms also expressed contradictory views on the unity of Op. 33 and its 
relationship to Tieck's Mdrchen. Daverio has mentioned a few of the contradictory 
views: For example, Alwin von Beckerath, a friend of Brahms, once reported that 
Brahms was opposed to the performance of all the songs as a cycle after a 
performance of the complete set by Frau Joachim and her daughter Josepha.^^ In a 
letter written in 1870 to Adolf Schubring, Brahms wrote, "One should not think of the 
Magelone Romanzen as a totality ... It is only because of a certain Germanic 
1 q 
thoroughness that I set the poems up through the last one." In another letter written 
Please refer to Table 2 for the respective numbers to be sung by different characters. 
“ A s quoted in John Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative'" 
Journal of Musicology 7 (1989): 345. 
12 Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" 345. 
13 As quoted in Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" 345. 
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• to the publisher in 1875, Brahms claimed that his Magelone has nothing to do with the 
Phantasus and the Liebegeschichte vom Peter}^ 
Judging from Brahms's contradictory views of Op. 33 mentioned above, it is 
unclear as to whether he intended Op. 33 to be a song cycle, or at least a dramatic 
unity. As a further step to understand the genre classification of Op. 33, the musical 
structures of Op. 33 as a whole as well as a select number of songs will be discussed 
in the following section. It is hoped that such discussion will shed light on whether 
Op. 33 can be regarded as a song cycle. The following analyses also help to 
confirm/refute the claim that Op. 33 can be seen as Brahnis's preliminary attempt to 
write an opera (to be discussed further in chapter 6). 
To shed light on the issue of the generic traits of Op. 33, it is perhaps useful to set 
up criteria to be used in the following analyses. Since there is more than one 
perspective one can take in the genre classification of the work, the criteria for 
analysis depend primarily on the perspective chosen. Therefore, motivic 
relationships will be identified to see if Turner's argument on the unifying force of Op. 
33 is valid or not. The structure of individual songs will also be analysed to see 
whether it resembles that of a Lied or an aria, or both. This is important as we can -
judge whether Daverio's "mixed-genre" argument can be substantiated. In addition, 
I will also look at the musical means in which Brahms used to enhance the dramatic 
effect of the songs and see whether my claim that Op. 33 is Brahms's early 
"experiment" in writing an opera is valid. Besides analyzing the music, the poetic 
structures of the Tieck's Magelone will also be studied. It is because the text poses 
14 Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" 345. 
66 
an important constraint to the composer in setting it to music. By noting the 
structures of the text, it would be easier to understand the design of the composition. 
A study of the ways Brahms handled Tieck's text will also shed light on whether he 
treats the poems as a dramatic whole. 
The Analyses 
Tieck was a virtuoso poet with an excellent command of meter and rhythm, and 
most of his poems are technically complex. The lyric poems in Wundersame 
Liebesgeschichte der schdnen Magelone und des Grafen Peter aus der Provence are 
no exception. In most of the Magelone poems, meter, phrase length, as well as 
number of lines in each stanza are irregular. Out of the 15 poems that are set to 
music, only nos. 4 & 5, nos. 10 to 14 display structural regularity in terms of meter, 
number of syllables per line, number of lines per stanza, and rhyme scheme. In 
general, the lyrics of the Lieder show a high degree of variety and musicality by 
themselves, a feature of the poetry that was easily subject to distortion when Brahms 
set them to music” 
A poem by itself is an independent work of art, having poetic-musical elements of 
its own. Owing to the different means of expression of poetry and music, composers 
need to overcome a series of problems in the juxtaposition of lyric poem and music in 
Lied. For example, the metrical stress of the poetry is by no means equivalent to 
rhythm in music. Given the constraints set by bar-lines and time signature, musical 
rhythm is basically regular. However, the metrical patterns of much verse, including 
15 The poetic and musical structures of each song are summarized in Appendix 1. 
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that of Tieck, are more dynamic. Although the metrical beat is fixed under a 
particular pattern, greater or lesser deviations from the basic metrical pattern abound, 
which contributes to the beauty of the lyric. When the poetry is set to music, it is 
inevitable that the beauty and subtleties of the poetic meter are weakened. It is 
therefore a great challenge to the composer to arrive at a proper balance between the 
word (poetry) and the tone (music). 
Brahms is often criticized for not paying enough attention to the word-tone 
relationship in his Lieder.'^ Given the complex textures of his songs, the primacy of 
the poem is usually threatened. However, according to Gustav Jenner, one of 
Brahms's pupils, Brahms insisted that the composer should carefully analyze the 
structure and metrical system of his text so that the musical form chosen would fit the 
text. 17 Therefore, it is likely that Brahms studied Tieck's Magelone closely well 
before he started composing the songs. The song text, poetic meter and musical 
structure of each song are presented in Appendix 1. It is clear that Brahms chose to 
follow the poetic structure quite closely in setting the text to music. For example, in 
no. 1, a change in poetic meter is matched with a change in tonality and the 
introduction of a new musical section. 
In setting the 15 poems, most of which are structurally complex, Brahms used 
ABA form and its variations in most of the songs. That is, a song starts with an 
extended melodic unit (A), which is followed by a totally different one (B), with a 
return to the original unit at the end. This basic pattern can be elaborated into 
16 Heather Piatt lists some of the criticisms by music scholars on Brahms's sensitivity to text 
declamation in his song composition. See Heather Piatt, "The Lieder of Brahms," in The Cambridge 
Companion to the Lied, ed. James Parsons (Cambridge: Cambridge University Press, 2004), 193-195. 
17 Jack M. Stein, Poem and Music in the German Lied from Gluck to Hugo Wolf (Cambridge, Mass.: 
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extended designs like rondo form (nos. 1,2，14, & 15), varied strophic form (nos. 11 
& 12), expanded tripartite form (no. 10)，and truncated tripartite form (nos. 4, 7 & 8). 
No. 6 is the only through-composed song in the collection. Poetically it is also the 
most complicated and lengthiest of the 15 poems. It is interesting to note that 
although the texts of nos. 4, 5, 10-14 are structurally regular, only no. 13 has a simple 
strophic setting. 
The poetic and musical structures of the 15 songs in Op. 33 are studied and the 
results are outlined in Appendix 1. To summarize the study of these songs, four 
representative songs will be discussed in detail to illustrate the relationship between 
poetry and music in Brahms's Magelone. Nos. 1 and 15 will be discussed since they 
work together to create a tonally closed set, which is typical of the nineteenth-century 
song cycle. In addition, no. 6 will be discussed as it is the longest and the most 
structurally complicated song in the collection. No. 13 will also be analysed for, 
unlike the majority of the poems in Tieck's Magelone, it exhibits poetic regularity, and 
therefore may serve as a contrast to Brahms's treatment to other songs in the opus. 
Harvard University Press, 1971), 129. 
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No.l Keinen hat es noch gereut'^ 
Keinen hat es noch gereut, No one has yet regretted 
Der das RoB bestiegen, getting on his horse 
Um in frischer Jugendzeit In his fresh youth, 
Durch die Welt zu fliegen. To speed through the world. 
Berge und Auen, Mountains and meadows, 
Einsamer Wald, Lonely forests, 
Madchen und Frauen Maidens and women, 
Prachtig im Kleide, Splendorous in their attire, 
Golden Geschmeide, Golden jewelry, 
Alles erfreut ihn mit schGner Gestalt. Everything delights him with its fair form. 
Wunderlich fliehen Miraculously fly 
Gestalten dahin, Forms past him, 
Schwarmerisch gluhen Rapturously glow 
WUnsche in jugendlich trunkenem Sinn. the desires in his youth-drunk senses. 
Ruhm streut ihm Rosen Fame strews roses 
Schnell in die Bahn, Swiftly in his path, 
Lieben und Kosen, Love and caresses, 
Lorbeer und Rosen and laurels and roses 
Fuhren ihn hOher und hOher hinan. Lead him higher and higher onward. 
Rund um ihn Freuden, Around him: joys, 
Feinde beneiden, His enemies envy him, 
Erllegend, den Held. - And succumb to the hero. 
Dann wahlt er bescheiden Then he chooses contentedly 
Das FrSulein, das ihm nur vor alien gefMllt. The maiden who, of all, most pleases him. 
Und Berge und Felder And Mountains and fields 
Und einsame Walder And lonely forests 
MiBt er zuriick. He soon leaves behind him. 
Die Eltern in Tranen, His parents in tears, 
Ach, alle ihr Sehnen - Ah, after all of their longing -
Sie alle verreinigt das lieblichste Gluck. They are all reunited in loving 
happiness. 
Sind Jahre verschwunden, Years have slipped past; 
Erzahlt er dem Sohn He tells his son 
In traulichen Stunden, In a comfortable moment, 
Und zeigt seine Wunden, And points to his scars, 
Der Tapterkeit Lohn. The rewards of bravery. 
So bleibt das Alter selbst noch jung, Thus old age remains yet young, 
Ein Lichtstrahl in der Dammerung. A beam oflight in the dusk. 
In Tieck's Magelone, this is the second poem, the first being a non-dramatic 
introduction. It is sung by the Minstrel, who encouraged Peter to travel away from 
his home in order to broaden his mind. The first stanza uses trochaic meter, while 
stanzas two to four are basically dactylic and stanzas five to seven are basically 
18 All song translations are by Emily Ezust. See Emily Ezust. "Romanzen aus L. Tiecks Magelone," 
(The Lied and Art Song Texts page), 
http://www.recmusic.org/lieder/asseiTible texts.html?SongCvcleld=35 (accessed July 18’ 2005). 
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amphibrachic. The poetic meter helps to divide the poem into three sections, which 
outline the progression of ideas of the narrative. The first section describes how the 
youthful and energetic Peter embarks on his journey. The second section describes 
Peter's encounter with Nature and people during his journey. The last section begins 
with Peter's first encounter with the maiden with whom he falls in love, and ends with 
Peter's retrospection of his adventurous life. Brahms follows the poetic structure 
and the narrative quite closely in setting the text to music. 
The song takes the form of a large rondo-like design (ABACDA'A")'^ with a 
long introduction (mm. 1-40) and a postlude (mm. 242-257). It begins in E-flat 
major. The first forty measures constitute the introduction to no. 1 as well as the 
introduction to the work as a whole, in which Brahms establishes the mood of the 
narrative by using a fan fare-like melody and galloping rhythmic patterns. The 
trochaic first stanza of the poem provides the text for this musical section. 
The opening measures consist of a pattern evoking horn calls in the piano (mm. 
1-5) and a tonic arpeggio in the voice (mm. 5-9), suggesting youth, chivalry, and 
open-air environment. It is followed by a lively galloping figure in the piano 
(beginning from m. 14)，which forms the underlying rhythmic drive for this song. 
According to Jonathan Bellman, the passage that begins Op. 33 establishes a mood of 
adventure and heroism.^° A. H. Fox Strangways regarded the first three notes for the 
voice (E-flat, B-flat, G) as a motto theme, which is repeated in no. 15 in the same key. 
19 According to Stafford Turner, sections C and D can be viewed as one extended section on the basis 
of rhyme and key schemes, thereby creating a neater rondo form of ABACA'A". See Stafford Turner, 
"Unveiling Die schone Magelone: A Study of Johannes Brahms's 'Romanzen Aus Magelone'" (DMA 
diss., University of Cincinnati, 2000), 40. 
See Jonathan Bellman, "Aus alten Marchen: The Chivalric Style of Schumann and Brahms," 
Journal of Musicology 13 (1995): 120. 
71 
It also recurs in nos. 2, 3, 5, and 10，at moments of confidence or resolution.^' 
Lucien Stark called the downward tonic arpeggio in the vocal part in mm. 5-7 a 
"heroic" motive.^^ This passage is shown in Example 1. 
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Example 1 Brahms's Magelone, Op. 33, no. 1，opening 
21 See A.H. Fox Strangways, "Brahms and Tieck's Magalone" Music and Letters 21, no.3 (1949): 214. 
See Lucien Stark, A Guide to the Solo Songs of Johannes Brahms (Bloomington: Indiana University, 
1995), 80. The plausible reasons for calling the theme "heroic" are its close resemblance to the 
opening theme of Beethoven's Symphony No. 3，first movement 
(E-flat-G-E-flat-B-flat-E-flat-G-E-flat); and the association of the theme with Peter, the hero in Tieck's 
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Section A (mm. 41-59) functions as the rondo theme. The galloping rhythmic 
pattern appears in both the vocal part and the piano accompaniment, which 
accompanies the change in poetic meter from trochaic to dactylic. Stark termed the 
melodic figure of a falling fourth in m. 43 of the vocal line the "adventure" motive 
(Example 2), which plays a unifying role at the end of section A as well as in other 
places in this song.^^ In section B (mm. 60-81), the descending vocal line that uses 
galloping rhythm balances the ascent that begins section A. The ascending fourth in 
the bass line of the piano part recalls the "adventure" motive (mm. 60-67). Section A 
returns in its entirety from mm. 82-100, being the exact repetition of musical materials 
of mm. 41-59. 
l ^ i f c r ^ � I J — • • U：：^：!^!】二菊 
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Example 2 The "adventure" motive (No. 1, mm. 41-44) 
The second to the fourth stanzas of the poem, all in dactylic meter, are set to 
musical sections A, B and A respectively. In terms of tonality (E-flat major 
throughout), recurrence of rhythmic and melodic motives, and regularity in poetic 
meter, mm. 41-100 can be viewed as a single large section. However, the number of 
lines of the second to the fourth stanzas is six, four and five respectively; which would 
cause some imbalance in the rondo-like design if the text was to be set to music 
without alteration. Brahms overcomes this problem by text repetition. Therefore, 
text from the fourth line of the third stanza "in jugendlich trunkenem Sinn" (mm. 




From the fifth stanza onwards, the poetic meter changes again. The first three 
lines are in mixed meter (dactylic/amphibrachic). Together with partial repetition of 
text from the second and the third lines, they are set to music as section C (mm. 
101-119). The change in poetic meter coincides with a change in the vocal line and 
tonality, though the accompaniment figures of the previous section remain. The 
dotted galloping rhythm in the vocal part is now replaced by a minim-crochet pattern, 
which can be interpreted as an augmented galloping rhythm. (Example 3) Section C 
begins in the dominant (B-flat) and then modulates to the relative minor of the 
dominant (G-minor). Such modulation to the minor key matches the narrative: Peter 
is confronted at this point by the enemies. 
Example 3a The galloping rhythm in vocal line (No. 1，mm. 82-85) 
Example 3b The augmented galloping rhythm (No. 1, mm. 101-104) 
Verses 4 and 5 of stanza 5, which are in amphibrachic meter, are set to music as 
section D (mm. 120-151). This section contrasts with the other sections owing to the 
absence of the dotted galloping rhythm; choosing the maiden is accompanied by a 
modulation to the major mode and a gentler rhythm. These changes made by Tieck 
Stark, A Guide to the Solo Songs of Johannes Brahms, 80. 
74 
and Brahms match the shift in focus of the poem, which suggests Peter's 
overwhelming preoccupation with the maiden, Magelone. 
Though the poetic meter for stanzas 6 and 7 is mixed (dactylic/amphibrachic), it 
finally returns to trochaic for the last two lines of the whole poem. Musically, stanza 
6 and 7 are arranged as musical sections A' (mm. 152-189) and A" (mm. 190-241) 
respectively, both start with the rondo theme, but then develop into variants of leaps of 
a fourth through sequence or imitation. However, the piano accompaniment differs 
from the rondo theme. The galloping rhythm and "adventure" motive returns in the 
interlude between section D and A’（mm. 146-151), but is soon turned into a simple 
flowing accompaniment of quavers. (Example 4) The song reached its climax in m. 
207 when the voice sings "Tapferkeit" (bravery) that recalls the "heroic" motive of the 
opening. 
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Example 4 No. 1, mm 142-162 
It is particularly interesting that Brahms does not end the song at m. 241, but 
closes it with a piano postlude. Together with the return of trochaic meter in the last 
two lines of the poem, it is fitting that the musical section offers a conclusion to 
Peter's adventurous life, "So bleibt das Alter selbst noch jung ...，，which echoes the 
beginning of the poem, reminds the reader that there are no regrets in Peter's life after 
all the adventurous experiences. The piano postlude creates the sense of fading into 
distant lands by using the elongated and inverted heroic motive together with the 
galloping rhythm, and reminds the listeners of Peter's recollection. (Example 5) In 
addition, the return of the galloping rhythm and the heroic motive in the postlude 
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serves as a link to the next song by helping the listener to move from retrospection 
and continue with the journey. 
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Example 5 No. 1, Postlude, mm. 235-257 
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No. 6 Wie soil ich die Freude 
Wie soil ich die Freude, How can I endure the joy, 
Die Wonne denn tragen? How can I then endure the bliss -
DaB unter dem Schlagen That under all the throbbing 
Des Herzens die Seele nicht scheide? Of my heart, my soul will not part from me? 
Und wenn nun die Stunden And if now the hours 
Der Liebe verschwunden, Of love have vanished, 
Wozu das GelUste, Why the urge 
In trauriger Wuste In dreary desolation, 
Noch weiter ein lustleeres Leben zu ziehn, To drag further a joyless life 
Wenn nirgend dem Ufer mehr Blumen erblUhn? When by the shore the flowers will not bloom? 
Wie geht mit bleibehangnen FuBen Which what tarrying feet does Time pass, 
Die Zeit bedSchtig Schritt vor Scliritt! Step by deliberate step! 
Und wenn ich werde scheiden mUssen, And if I must part, 
Wie federleicht fliegt dann ihr Tritt! How feather-light does its step then fly! 
Schlage, sehnsiichtige Gewalt, Throb, o yearning power, 
In tiefer, treuer Brust! In my deep, true breast! 
Wie Lautenton voriiberhallt, Like echoes of a lute, fading away, 
Entflieht des Lebens schfinste Lust. Do the finest joys of life flee. 
Ach, wie bald Ah, how soon 
Bin ich der Wonne mir kaum noch bewuBt. Till I am hardly aware of bliss. 
Rausche, rausche weiter fort, Rush, rush ever forth, 
Tiefer Strom der Zeit, Deep stream of time, 
Wandelst bald aus Morgen Heut, Soon you will wander off, today or tomorrow, 
Gehst von Ort zu Ort; And go from place to place; 
Hast du mich bisher getragen, Since you have taken me this far, 
Lustig bald, dann still, Now merrily, now quietly; 
Will es nun auch weiter wagen, I will now venture further, 
Wie es werden will. However it may turn out. 
Darf mich doch nicht elend achten, I must not think myself wretched, 
Da die Einz'ge winkt, Since my Darling beckons; 
Liebe laBt mich nicht verschmachten, Love will not let me languish 
Bis dies Leben sinkt! Until this life has sunk! 
Nein, der Strom wird immer breiter, No, the stream will ever broaden, 
Himmel bleibt mir immer heiter, Heaven will remain ever clear, 
FrOhlichen Runderschlags fahr' ich hinab, Joyously I row farther; 
Bring' Liebe und Leben zugleich an das Grab. I'll bring love and life together to the grave. 
In Tieck's collection Des Junglings Liebe, this poem is titled "Erwartung" 
(Expectation). This long poem is the song sung by Peter after he meets Gertrude, the 
nurse of Magelone, for the third time. Gertrude came to tell Peter that Magelone 
plans to meet him face to face secretly in the garden. Peter is overjoyed to learn 
about the secret meeting. His excitement causes him to stay awake late at night, and 
time seems to pass by very slowly. He cannot calm down even after one night's time. 
It is in these circumstances that he sings this song. 
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This is one of the longest poems in Tieck's Magelone. Structurally speaking it 
is also the most complicated poem. It has an irregular number of lines per stanza, 
ranging from 4 to 8; the poetic meter changes from amphibrachic in the first two 
stanzas to iambic in the third stanza, which then becomes mixed meter in the 
remaining stanzas, finally returning to amphibrachic meter in the last line of the poem. 
The first two stanzas depict Peter's confusion as a result of his excitement in 
learning the good news - Magelone will meet him face to face. On the one hand, 
Magelone's invitation to meet signifies a big step forward in Peter and Magelone's 
relationship. On the other hand, it is perhaps this swift development in the 
relationship that triggers Peter's fear of losing his beloved some day. Both stanzas 
end with questions that Peter asks himself: "... Des Herzens die Seele nicht scheide?" 
(How to keep my soul from departing my beating heart?) and "Wozu das Geliiste in 
trauriger Wuste noch weiter ein lustleeres Leben zu ziehn, wenn nirgend dem Ufer 
mehr Blumen erbluhn?" (Why the urge, in dreary desolation, to drag further a joyless 
life when by the shore the flowers will not bloom?) Peter's confusion seems to 
grow in the second stanza, where he mentions negative terms like "Liebe 
verschwunden" (love vanished) and "lustleeres Leben" (joyless life). Tieck depicts 
Peter's growing confusion not only by his choice of words, but also by means of the 
increased length of the second stanza, both in terms of number of lines and number of 
syllables in the last two lines. In the third stanza, Peter's restlessness and confusion 
gradually develop into a more retrospective state (stanzas 4 and 5). Peter's 
reflection on his love for Magelone finally leads to the fervent belief that he is in fact 
a fortunate man and the Heaven is good to him (stanzas 6 and 7). 
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Brahms set the lengthy text to a through-composed musical structure with four 
large sections. As a result, song no. 6 is the longest of the cyc l e .24 The opening 
Allegro section (Section A) comprises stanzas 1 to 3 (mm. 1-43), which is followed 
by a slower and more introspective Poco sostenuto section (Section B) that sets 
stanzas 4 and 5 (mm. 35-97). The mood changes abruptly in the Poco animate 
section (Section C) that sets the first four lines of stanza 6 to music (mm. 98-108). 
This section develops the musical ideas from section A. The last section (Section D, 
mm. 109-187) is even more spirited and breathless with the song's fastest tempo, 
vivace, ma non troppo, and crescendos saved for the end of the song. This section 
sets the last four lines of the poem to music. 
The opening section can be further divided into three sub-sections, namely, a 
(mm. 1-10), a, (mm. 11-22) and b (mm. 23-24). Each subsection sets one stanza of 
the poem, that is, sub-sections a, a, and b set stanzas 1, 2 and 3 respectively. In 
general, section A is characterized rhythmically by the two-against-three pattern in 
which the melodic duplets in the vocal line are supported by triplets. The 
2 1 
descending melodic line in the vocal part that covers the whole octave from e to e 
(mm. 5-10, mm. 15-22) creates a sense of longing and confusion which seems to be 
opposed to the energetic, light, and uplifting mood suggested by the piano 
accompaniment. (Example 6a and 6b) The conflicting mood and rhythm in the voice 
and accompaniment may be Brahms's musical expression of Peter's confusion after 
he knows he will meet Magelone soon. 
24 In a recording on Brahms's Op. 33，it takes 6 minutes and 12 seconds for Dietrich Fischer-Dieskau 
to perform the song. In terms of performance time, no. 6 is the longest among the 15 songs in Op. 33. 
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Example 6a No. 6, opening 
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Example 6b No. 6, mm. 13-24 
It is likely that Brahms took both the poetic structure and his interpretation of the 
text into consideration when he set the verses to music. This can be illustrated by the 
close relationship between musical section A and the first three stanzas. The 
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similarity in structure between the first two stanzas is echoed by the similarity (yet not 
exact repetition) of musical structure. The melodic contour, rhythmic character, as 
well as the accompaniment is very similar, although the tonality moves from A-major 
to F#-niinor, portraying Peter's increasing confusion. (See Appendix 1 for the poetic 
structure of the first two stanzas of the song text; Examples 6a and 6b for the musical 
setting of the text) 
Towards the end of section a，（m. 21), Peter's worries seem to gain the upper 
hand, and the joyous counter-melody (mm. 5-6 & mm. 15-16) in the accompaniment 
disappears. The two-against-three rhythmic pattern is also temporarily suspended 
with the introduction of quaver movement in the accompaniment. (See Example 6b) 
This change in rhythm coincides with the change in poetic meter from amphibrachic 
to iambic from verse 2 to verse 3. The atmosphere turns grave when the descending 
vocal line is doubled by descending octaves in the accompaniment, which continues 
into subsection b until the mid-point of verse 3, when the first stanza's music returns 
to set the last two lines of verse 3. This is the point when Peter realizes that even if 
he has to depart, his step would be feathery light (mm. 29-34). 
Section B is the most expressive section of the song. It begins with a slowing 
down in tempo from Allegro to Poco sostenuto, the tonality also moves to F#-major， 
the sub-mediant of the tonic A-major. However, the haunting melody and chromatic 
harmony that suggests a dreamy state (mm. 39-50) soon gives way to the more 
animated and lively part starting from "Ach, wie bald" (Ah, how soon) in trochaic 
meter. The triplets in the accompaniment reappear from here until the end of the 
song except for a few measures where the triplets are replaced by semiquaver motion 
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(mm. 109-132 & mm. 143-158) The return of the triplets not only suggests a livelier 
mood, which is consistent with the progress of Peter's thought, but also suggests 
Brahms's effort to address the change in poetic meter to trochaic. (Examples 7a and 
7b) Stanza 5 (mm. 66 onwards) repeats the material of stanza 4, but with slight 
variation in the accompaniment (adding of triplets) that helps to convey Peter's 
awakening, though he is not completely awake until the end of this section. 
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Example 7a No. 6，mm. 34-60 
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Example 7b No. 6 mm. 109-132 
86 
There are frequent text repetitions in Section B. In many instances, only a few 
words instead of the whole line are repeated, for example, "voriiberhallt" (mm. 46-47), 
“Ach, wie bald" (mm. 51-52), "der Wonne" (mm. 53-55), "aus Morgen Heut" (mm. 
73-74), and "von Ort" (mm. 76-77). Although it is not unusual that Brahms repeated 
the text to fit the musical structure, the case here is somewhat different because of the 
proximity and frequency of these repetitions. Such repetitions of a few words in 
sequence (musically) cannot be found in other songs of Magelone. They seem to 
suggest the semi-conscious state of Peter's mind; it may also suggest that he is 
questioning whether his experience is real. 
The last stanza is set to Section C and D. Section C which sets the first four 
lines of stanza 6, starts with a return of the opening stanza's texture, rhythm, and bass 
melody, though the tempo is marked poco animato instead of allegro and the key is F# 
instead of A. Moreover, with less quaver movement in the vocal melody, the 
two-against-three rhythmic antagonism is less obvious. (Example 8) Peter is no longer 
confused once he directs his thoughts to the future that awaits him. 
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Example 8 No. 6, mm. 98-108 
Excitement builds by speeding up the tempo to vivace, ma non troppo in section 
D, adding the flowing semiquavers in the accompaniment, using the scalar ascent in 
the melody towards the end of the song (from m. 159) and raising the dynamic level. 
(See Examples 7b and 9) Lines 5 to 8 are repeated in their entirety, possibly to 
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facilitate the development of the climax. Such development perfectly suits the 
narrative - Peter's elated expectation of his meeting with Magelone. 
p p I � • 丨 J 丨 _ 
frSh • li.chwjRudcrschlags fahr ich hin . Bb,_ bring Lie . be und Lc.ben iu . 
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Example 9 No. 6，mm. 159-197 
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Some scholars regard this song as an aria. Stafford Turner argues that the 
development of the story up to the point where Peter is overwhelmed after Magelone 
arranges to meet him is an appropriate time for an aria.�^ At the moment when Peter 
experiences intense emotional turmoil, an aria seems appropriate for him to express 
his feelings. However, Turner's remark on this song is based primarily on its 
function in the song collection. For no. 6 to qualify as an aria, we also need to 
consider its musical structure and melodic style. Turner pointed out that the 
through-composed design of the song follows "the typical structure for the 
cavatina-cabaletta aria form of the nineteenth century Italian opera, which is marked 
by a tender, slow movement followed by one with a higher intensity and faster 
tempo.，，26 Section A (mm. 1 -43), according to him, represents the dramatic scene 
that sets up the aria. Section B (mm. 53-97) and D (mm. 109-187) are the cavatina 
and the cabaletta of the aria respectively, and section C (mm. 98-108) is the 
transitional element between the cavatina and cabaletta. 
In a double aria, the sections before the cantabile would be recitative-like. 
Similarly, the section right before the cabaletta would also be less lyrical and more 
declamatory. However, no. 6 does not conform to these traits of a typical double aria. 
Therefore, it is hard to conclude that this song is an aria, though the melodic style of 
the song resembles to a certain extent that of a double aria. 
25 Turner, "Unveiling Die schSne Magelone," 56. 
26 Turner, "Unveiling Die schOne Magelone," 56-57. 
27 Turner, "Unveiling Die schOne Magelone," 57-59. 
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• No. 13SuUma28 
Geliebter, wo zaudert My love, where tarries 
Dein irrender FuB? Your wrongly-treading feet? 
Die Nachtigall plaudert The nightingale chatters 
Von Sehnsucht und KuB. About yearning and kisses. 
Es flUstern die BSume The trees whisper 
Im goldenen Schein, In the golden luster, 
Es schlUpfen mir Traume Dreams slip in 
Zum Fenster hinein. Through my window. 
Ach! kennst du das Schmachten Ah! Do you know the pining 
Der klopfenden Brust? Of a throbbing breast? 
Dies Sinnen und Trachten - these thoughts and hopes 
Voll Qual und voll Lust? full of pain and full of joy? 
Befliigle die Eile Give wing to your haste 
Und rette mich dir, And rescue me, 
Bei nSchtlicher Weile While it remains night; 
Entfliehn wir von hier. We shall fly from here. 
Die Segel, sie schwellen, The sails, they swell, 
Die Furcht ist nur Tand: Fear is but a trifle: 
Dort, jenseit den Wellen There, beyond the waves 
Ist vaterlich Land. Is our homeland. 
Die Heimat entfliehet, Our home recedes. 
So fahre sie hin! So let it! 
Die Liebe, sie ziehet Love draws 
Gewaltig den Sinn. the thoughts powerfully. 
Horch! wollUstig klingen Hark! ecstatically resound 
Die Wellen im Meer, the waves in the sea. 
Sie hUpfen und springen They bounce and jump 
Mutwillig einher, Cheerily along. 
Und sollten sie klagen? And should they lament? 
Sie rufen nach dir! They call for you! 
Sie wissen, sie tragen They know that they are carrying 
Die Liebe von hier. Love from here. 
This poem is sung by Sulima, the Sultan's daughter, who falls in love with Peter 
and persuades him to escape with her. The song is supposed to be sung as a signal 
for Peter to lift anchor and to pick up Sulima, who will be waiting for him on the 
shore. Although Peter agreed to follow Sulima's plan, he changes his mind on his 
way to her pick up, while she is singing the song, waiting for her lover. 
28 The title "Sulima" is in Tieck's original text. In the later collection Des Jiinglings Liebe, the poem 
is retitled "Lockung" (Allurement). See Stark, A Guide to the Solo Songs of Johannes Brahms, 105. 
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The structure of this poem, unlike the majority of the poems in Tieck's Magelone, 
i s regular.29 T h e poetic meter i s amphibrachic, with four lines per stanza, and the 
number of syllables per line alternates between 6 and 5. The rhyme scheme of each 
stanza also exhibits a simple alternating pattern. Sulima expresses in the seven 
stanzas of the poem her longing for Peter's arrival, her passionate impatience, and her 
restlessness in the course of waiting. 
Brahms's setting of the text seems to fit the regular poetic structure well. 
Musical regularity can be seen in the stability of tempo, tonality and time signature of 
the song. The tempo is Vivace throughout; there is no modulation away from E-major; 
and the duple meter stays throughout the whole song. The song is in modified 
strophic form with an introduction (mm. 1-11), an interlude (mm. 48-58) and a 
postlude (mm. 95-106) in the piano accompaniment to divide the song into two large 
sections (mm. 12-47 and mm. 59-94). 
Brahms sets the mood right from the start by setting the tempo (Vivace). The 
relentless repetitiveness of the dotted rhythm in the piano introduction also helps to 
convey Sulima's impatience and excitement. The first section sets the first four 
stanzas to music, with the first and the second stanza being treated in identical musical 
fashion (mm. 12-26). The next two stanzas are combined under one musical idea 
(mm. 27-47). Therefore, the form of the first large section is a-a-b. The second 
section (mm. 59-94) is basically a strophic repetition of the first except slight melodic 
and harmonic modifications at "sie hupfen und springen mutwillig einher" (mm. 
77-81). 
29 Nos. 4，5，10-12 also have rather regular poetic structure. 
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According to Walter Niemann, "Brahms incomparably preferred the strophic 
form in a song, both in theory and in practice, and recommended strophic treatment 
whenever the text would admit of it."^^ However, given Tieck's strophic poem 
Sulima, Brahms does not set it into a strictly strophic song. This does not refute 
Niemann's claim on Brahms's preference regarding song form. Contrarily, no. 13 
shows Brahms's somewhat liberal handling of his favourite form — free strophic. 
The modified or varied setting of the different stanzas of the poem might reflect a 
desire to add variation to the song, subject to his interpretation of the text. In no. 13, 
the section b comprises the third and the fourth stanza (mm. 27-47) as well as the 
seventh and the eighth stanzas (mm. 73-94). It is interesting to note the similarities 
between these two blocks of text - both the third and the seventh stanzas begin with 
an exclamation ("Ach!" and "Horch!") and both the fourth and the eighth stanzas end 
with the words "von hier". The exclamations vividly express Sulima's excitement 
and “von hier" reminds her that she is still waiting for Peter. Perhaps the strong 
emotion expressed in the text prompted Brahms to introduce variations in the musical 
setting at these points. 
Many music scholars regard this song as distinctly different from the other songs 
of the opus since it contains what they identify as a foreign flavour. A. H. Fox 
Strangeways quoted Friedlander's comments on no. 13: "in no. 13 the foreign tone 
characterizes the oriental Sulima, the same rhythm being kept in all the stanzas, the 
restless beat, thudding, breaking off, driving on.，， Strangeways pointed out further 
that the leaping bass (for example, the bass pedal in E in mm. 26-32) suggests a 
Niemann, Walter. Brahms, trans. Catherine Alison Phillips (New York: Knopf, 1930), 354. 
93 
• string-drone.^' Thomas Boyer maintained that "Brahms's music for this poem is 
distinct from the others in character. It has a foreign tone throughout, proper to the 
oriental Sulima."^^ Lucien Stark suggested that "the occasional borrowings from the 
minor mode, particularly the use of the minor subdominant in cadences that are 
otherwise major, lend a tinge of orientalism."^^ 
The classical study of orientalism is done by Edward Said. His book titled 
Orientalism has been profoundly influential in a diverse range of disciplines since its 
publication in 1978. Musical orientalism can be interpreted, in its strict sense, as a 
form of musical language within Western art music that evokes the East or the orient, 
which includes countries like Turkey, Arabia, Persia, India, China, and Japan, etc.34 
Musical features of no. 13 like the duple time with dotted rhythm, a bass that asserts a 
tonic pedal, and a melodic outline of the tonic triad (at least in the piano introduction) 
coincide with the style features of musical orientalism.^^ (Example 10) 
31 Strangways, "Brahms and Tieck's Magalone" 219. 
32 Thomas Boyer, "Brahms as Count Peter of Provence: A Psychosexual Interpretation of the Magelone 
Poetry," The Musical Quarterly 66 (1980): 283 n.52. 
33 Stark, A Guide to the Solo Songs of Johannes Brahms, 105. 
Ralph P. Locke, "Orientalism," Grove Music Online ed. L. Macy, http://www.grovemusic.corn 
(accessed August 7，2005). 
35 Style features of orientalism include modes and harmonies that are different from the familiar major 
and minor; use of drones and static harmonies; distinctive repeated rhythmic or melodic patterns, etc. 
See Ralph P. Locke, "Exoticism," Grove Music Online ed. L. Macy, http://www.groveiTiusic.coin 
(accessed August 7，2005). 
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It is not surprising that Brahms would have added "exotic" flavour to no. 13. 
First, Brahms was familiar with musical exoticism. This is evident from the fact that 
many of his works are in style hongrois?^ In addition, setting "Sulima" in Oriental 
style would be consistent with the narrative. The earliest sources for the story of 
Magelone are the Eastern fairy tales collected in the One Thousand and One Nights, 
but Tieck's version is based on the French version which localizes most characters as 
French. However, it is worth noting that Tieck makes every character French except 
the Sultan, and introduces his daughter Sulima, an oriental woman, into the story. 
As a result, a typical orientalist plot is created, in which a Western male becomes 
romantically involved with a local female, who possesses independence of will, 
evident from Sulima's proposal and determination to escape with Peter. 
The discussion on the setting of no. 13 seems to suggest that Brahms would set 
poems with regular structure to music with the same level of regularity. However, in 
Brahms's Magelone, other poems that are equally regularly structured are not 
necessarily set strophically. For example, both no. 4 and no. 13 are strophic poems 
with regular poetic meter, rhyme scheme, and a regular pattern of number of syllables 
per line. However, no. 4 is set to a less regular musical structure. Instead of 
keeping the same tonality throughout the song, there are modulations away from 
D-flat major in no. 4 and the tonality is sometimes unstable. The tempo marking 
also changes from "Andante" at the beginning to "Poco vivace e sempre animato" 
from m. 38，which is then returned to the original tempo in m. 72. The other poems 
with regular structure (nos. 5 and 10-12) are also set to music with at least some 
36 Style hongrois, or the Hungarian style, is considered as an exoticism of the Austro-German art music 
tradition in the late nineteenth century. See Gergina Bom and David Hesmondhalgh, ed., Western 
Music and Its Others: Difference, Representation, and Appreciation in Music (Los Angeles: University 
of California Press, 2000), 125. 
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. c o n t r a s t , for example, in tonality. Therefore, it is plausible that Brahms deliberately 
set no. 13 strophically to distinguish the song sung by Sulima, and its oriental 
character, from the other songs in the opus. 
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No. 15 Treue Liebe dauert lange 
Treue Liebe dauert lange, True love lingers long, 
Uberlebet manche Stund'， Outlives many an hour, 
Und kein Zweifel macht sie bange, And no doubts will make it shrink; 
Immer bleibt ihr Mut gesund. Always will its spirits remain healthy. 
DrSuen gleich in dichten Scharen, They menace it in thick hordes, 
Fordern gleich zum Wankelmut Promoting vacillating doubt, 
Sturm und Tod, setzt den Gefahren Storm and Death, these dangers 
Lieb' entgegen, treues Blut. true blood opposes with Love. 
Und wie Nebel stUrzt zuriicke, And, like mist, starts back 
Was den Sinn gefangen halt, What has held captive the senses, 
Und dem he item Friihlingsblicke And to the merry gaze of spring 
Offnet sich die weite Welt. the wide world opens itself. 
Errungen, Achieved, 
Bezwungen Mastered, 
Von Lieb' ist das Gliick, by Love is Happiness, 
Verschwunden Vanished 
Die Stunden, are those hours, 
Sie fliehen zuriick; but back again they fly, 
Und selige Lust, And blissful delight, 
Sie stillet, becomes quiet 
Erftillet and fills 
Die trunkene, wonneklopfende Brust; the intoxicated, throbbing, joyful breast; 
Sie scheide They part 
Von Leide from pain 
Auf immer, forever, 
Und nimmer and never 
Entschwinde die liebliche, selige, himmlische will this lovely, ecstatic, heavenly joy disappear! 
Lust! 
This is the last poem in Tieck's Magelone, a duet sung by Peter and Magelone 
about their reunion. It serves well as an epilogue to the narrative because the text, 
particularly the first line of the poem "Treue Liebe dauert lange" (True love lingers 
long), effectively summarizes the underlying theme of the story. 
The poem has two sections. The first section comprises the first three stanzas, 
which are all in trochaic meter and exhibit regularity of rhyme scheme, lines per 
stanza, as well as number of syllables per line. The fourth stanza is the second 
section of the poem, with marked differences from the first section. It has fifteen 
lines, but most of them are very short phrases, with just three syllables per line. The 
meter changes to amphibrachic and the rhyme scheme is complicated. According to 
Edwin Evans, the two musical sections correspond to the textual themes too. The 
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first section conveys the enduring power of true love; the second portrays the joy and 
victory secured by true love.^^ 
Brahms chooses to return to the key of E-flat major for this song, that is, the key 
of the cycle's first song. The form of the song can be described as a varied five-part 
rondo. The five parts are: section A (mm. 1-21), section B (mm. 22-35)，section A， 
(mm. 36-53), section C (mm. 54-104), and section A" (mm. 105-116). 
Despite the structural regularity of the first three stanzas of the poem, Brahms set 
each stanza with musical variation. Section A, or the rondo theme, can further be 
divided into two parts, the first part (mm. 1-12) in common time and slow tempo 
(Ziemlich langsam) sets the first two lines of the first stanza. Stark describes this 
part as hymn-like. The lyrical vocal line in minims and quarter notes that is 
supported harmonically by the block chords in the accompaniment creates a solemn 
and reflective mood that fits the text's meaning. Before the second line of the first 
stanza finishes, the second part begins (mm. 13-21). The meter changes from 4/4 to 
3/4; the repeated triplet figuration in the accompaniment and the dotted rhythm in the 
vocal line break the calm developed previously, leading to a sudden change in musical 
character. In addition, the "heroic" motive introduced in the first song (E-flat, B-flat, 
G) reappears in m. 13, first in the bass, then in the voice. (Example 11) 
37 Edwin Evans, Handbook to the Vocal Works of Johannes Brahms (New York: B. Franklin, 1970)， 
131. 
38 Stark, A Guide to the Solo Songs of Johannes Brahms, 108. 
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Example 11 No. 15, opening 
Section B (mm. 22-35) sets the second stanza of the poem, which is an 
elaboration on “True Love" mentioned in the first stanza. In Tieck's words, true love 
survives the test of hardship and danger. The music in this section continues with 
the rhythmic pattern of the second part of section A. The "heroic" motive recurs 
many times in the bass, but in transposed versions, owing to the change in key (E-flat 
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to E-flat minor) in this section, perhaps depicting the dangers and threats and finally 
the victory experienced by the couple by the frequent modulations and the statement 
of the "heroic" motive. (Example 12) 
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Example 15 No. 15, mm. 105-116 
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Section A' (mm. 36-53) sets the third stanza to music. A return to the music of 
the first section, but in triple meter, reasserts the sense of tranquility. (Example 13) 
But Stark thinks that such a return with a change in meter makes section A’ sounds 
less solemn.39 Less solemnity would fit the text, which describes the singer's delight 
at the sight of spring and the world. In addition, keeping the triple meter that is used 
in section B helps to keep a certain degree of unity between sections B and A’，such 
that the first three sections have something in common, which echoes the regularity of 
the poetry in these sections. 
Und wie Ne . bel stuTzt 2U . ru . eke, 
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Example 13 No. 15, mm. 36-39 
Section C (mm. 54-104) marks a drastic change in mood from tranquility to 
exhilaration. Several musical devices are employed to generate the change in mood. 
First, the tempo changes to "Lebhaft" and the meter changes to 2/4. The change to 
duple meter corresponds to the amphibrachic meter of the poetry, a further sign of 
Brahms's sensitivity to poetic meter when setting the text. In addition, the vocal line 
ascends until it reaches A-flat at m. 73, creating a climax. Furthermore, the vocal 
line is first accompanied by crochet triplets (mm. 54-60), creating a two-against-three 
39 Stark, A Guide to the Solo Songs of Johannes Brahms, 108. 
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• rhythmic pattern; but soon the running quavers (m. 61 onwards) replace the triplets, 
bringing further excitement and breathlessness until the “ad libitum" marking (m. 72). 
(Example 14) However, the fast tempo returns in m. 74 and is maintained until the end 
of this section. 
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Example 15 No. 15, mm. 105-116 
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Brahms's setting of the verses, which are mostly short phrases, is worth closer 
examination. Brahms finds certain regularity in the rhyme scheme and the length of 
phrases so that he groups the first six lines into two phrases, each of 4 measures in 
length. The seventh line, "Und selige Lust," constitutes a phrase of 2 measures, 
which is followed by another 2-measure phrase from the eighth and the ninth line, 
both with the same rhyme. The tenth line, "Die trunkene, wonneklopfende Brust," 
with ten syllables is the second longest in this stanza, marking the end of a subsection 
in the text. In lines 11 to 14, the patterns of short phrases reappear. In Brahms's 
setting, mm. 69-72 set "Die trunkene, wonneklopfende Brust" and also mark the end 
of a subsection, when the climax at mm. 72-73 is reached. Lines 11-14 are put in 
one period (mm. 74-81) of eight measures, with "und nimmer" repeated. After that, 
Brahms employs extensive text repetition. Text in mm. 82-95 is repeated from lines 
11 -15.40 The complete statement of line 15 is made only at the end of the section 
(mm. 96-104). In the text repetitions, certain words are given greater emphasis. 
For example, "nimmer" (never) is repeated three times, and the syllable "nim-" is set 
to whole notes in m. 78 and m. 80. The need for a balanced structure could be one 
of the reasons for the extensive text repetition. Without the text repetition, lines 
11-15 will be much shorter than the first 10 lines. However, the way Brahms repeats 
the text also shows his interpretation. Placing three "und nimmer" next to one 
another is effective in creating special emphasis as well as the blessedness of true love 
the couple experience. 
The text of mm. 74-85 reads: “Sie scheide, von Leide, aiif immer, und nimmer, und nimmer, und 
nimmer entschwinde, und nimmer entschwinde die liebliche, selige, himmlische Lust, die himmlische 
Lust!” 
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Instead of ending the song with section C, Brahms chooses to end the song with 
a modified A section that begins with the return of the soft hymn-like opening music. 
After the first line of the first stanza is repeated (Treue Liebe dauert lange), Brahms 
reiterates the last few lines of the poem (Sie scheide von Leide auf immer, und 
nimmer entschwinde die selige，himmlische Lust). This composite text effectively 
concludes not only this song, but also summarizes the underlying theme of the entire 
work. Musically the reappearance of the "heroic" motive in the second last measure 
in both the melody and the bass further reinforces the close relationship between the 
first and the last song, and thus the unity of the work as a whole. (Example 15) 
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To conclude, the analyses of the selected songs of Op. 33 show that the work 
indeed possesses a fair amount of evidence that supports the classification of the work 
as a song cycle. Besides the tonally closed design of the work, the motivic 
relationships between songs abounds. For example, the "adventure" motive and the 
"heroic" motive are introduced in the first song and then reappear here and there in 
other songs; most notable is the recurrence of the "heroic" motive in no. 15 in the 
vocal part as well as in the piano accompaniment. From this perspective, Turner's 
conclusion on classifying Op. 33 as a song cycle is justified. 
The connection between songs that reinforces the smooth flow of the narrative 
also supports the claim that Op. 33 is a song cycle. For example, the piano postlude 
of no. 1 not only serves to give a musical connection to the next song, but also helps 
the listener to move away from the restrospection to Peter's adventurous life depicted 
in the last two lines of the poem and continue with the Peter's adventure, which is 
made possible with the return of the galloping rhythm and the heroic motive in the 
postlude. 
The way Brahms sets the last song also suggests his conception of Op. 33 as a 
dramatic unity. In addition to the return of the key of E flat major and the recurrence 
of the "heroic" motive, Brahms ends the last song in the opus with the return of the 
soft hymn-like opening music, the texts of which are the first line and then the 
reiteration of the last few lines of the poem. The way Brahms ends the song 
effectively summarizes the underlying theme of the entire work, that is, true love 
endures. 
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Brahms has given special treatment to no. 13, a song which is supposed to be 
sung by Sultan's daughter, Sulima. The "exotic" flavour that Brahms adds to this 
song demonstrated that he was careful in the characterization of Sulima. In order to 
be consistent with the narrative, oriental elements are added to the music of no. 13 to 
remind the listeners of Sulima's identity. Moreover, no. 13 is simple in musical 
structure. The strophic setting might be intentional for Brahms might want to 
distinguish the song sung by Sulima and her oriental character, from the other songs 
in the opus. From this perspective, it is plausible that Brahms was "practicing" his 
skills of characterization while he was working on Op. 33, skills that are 
indispensable for an opera composer. 
The features of no. 6 that resembles a double aria can also be seen as Brahms's 
attempt to approach opera writing. Although some of the features of no. 6 do not 
match those of an aria, it is precisely because of the "abnormality" of the features that 
suggest Brahms was just experimenting on the opera genre, and he chose Lieder 
composition as his starting point. 
The discussions and analyses in this chapter focus exclusively on the musical and 
textual details of the Op. 33. The findings seem to support the claims of Boyer, 
Turner, and Daverio mentioned in chapter 2 for one can identify musical and poetic 
elements that support their claims. However, we still need to address traits that 
prevent Op. 33 from being classified as a song cycle, like the atypical length of the 
work, the peculiar publication and performance history, the lack of a self-contained 
narrative in the lyrics, the involvement of four characters, etc. In this respect, I 
consider Daverio's argument more convincing. His classification of Op. 33 as a 
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• mixed genre, lying midway between the Lied and the opera tactfully accommodates 
the coexistence of features of Lied and opera arias. As I have mentioned in chapter 2， 
instead of aiming at a definitive description of the the genre of Op. 33, we need 
alternative ways to understand the work. Besides the literary perspective, perhaps 
we can look into Brahms's interests in writing an opera to better understand why 
operatic elements can be identified in Op. 33. 
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Chapter 5 
BRAHMS AND THE OPERA PROBLEM 
Brahms's Magelone was written between 1861 and 1869, a period during which 
some of his famous large-scale dramatic music for chorus was composed, namely, the 
German Requiem, Op. 45 (1865-8) and Rinaldo, Op. 50 (1863-8). Together with his 
Magelone Romanzen, Brahms demonstrated his ability to combine text and music to 
great dramatic effect, a prerequisite for a composer planning to compose an opera, yet 
interestingly, among his vast output, there is no opera. 
The absence of opera from Brahms's output is by no means the result of his lack 
of interest in the genre. On the contrary, Brahms was intensely interested in theatre 
and dramatic music. This was manifested in his frequent attendance at operatic and 
theatrical performances, his involvement in these performances as a conductor, and 
his references to and descriptions of operas by other composers in his correspondence. 
He was described by his friends as an 'indefatigable theatre-goer ... who would never 
miss a first performance of anything significant', and would never decline an 
invitation to the Burgtheater. ^  
Mary I. Ingraham has done a chronological investigation of Brahms's interest in 
dramatic music in her Ph.D. dissertation titled "Brahms's Rinaldo Op. 50: A Structural 
and Contextual Study". By collecting information on operas that Brahms attended, 
opera scores he studied, and his comments on either a performance or study of these 
operatic works, Ingraham discovered that only a few major works in the operatic 
‘Robert Pascall, ed., Brahms: Biographical, Documentary, and Analytical Studies (Cambridge: 
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canon escaped Brahms's notice. Brahms mentions over 70 different operatic works 
in correspondence and conversations, most of which are contemporary works? 
Brahms intensely wished to write an opera. According to Styra Avins, the hunt 
for a suitable libretto was one of two major concerns in Brahms's life in 1870s, the 
other being his continued search for a suitable job. In his letter to Clara Schumann 
dated 28 March 1870, Brahms expressed his intense desire to write an opera, 
"Incidentally, among my many wishes, this opera ranks even higher than, e.g. the 
position of music director.”�Brahms's earch for an opera libretto began in the late 
1860s. Kalbeck describes a catalogue of opera texts which Brahms began in 1868.4 
According to his habit to make lists and collect material for later use, the catalogue of 
opera texts served as a piece of an evidence that Brahms was actively exploring the 
possibility of writing an opera. Unfortunately, the search continued intermittently 
until the late 1880s without ever reaching a successful outcome. Brahms's opera 
projects never advanced beyond the stage of searching for a suitable libretto. 
Brahms's Search for Libretto 
According to Ingraham, who investigated Brahms's plans to compose an opera 
through a study of named opera projects found in the correspondence and memoirs, 
"one of the first references in the Brahms correspondence and memoirs to acquiring 
Cambridge University Press, 1983), 8. 
2 The classification between contemporary and non-contemporary works is made by Ingraham on the 
basis of the date of composition of the operas mentioned by Brahms with a cut-off date for 
non-contemporary compositions of 1850. For the detailed investigation, see Mary Isabel Ingraham, 
"Brahms's 'Rinaldo' Op. 50: A Structural and Contextual Study" (Ph.D. diss., University of 
Nottingham, 1994), 7-24. 
3 Styra Avins, Johannes Brahms: Life and Letters (New York: Oxford University Press, 1997), 405. 
4 Max Kalbeck, Johannes Brahms, rev. ed., vol. 2 (Berlin, 1912-21; Reprint, Tutzing: Schneider, 1976), 
170. 
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an opera libretto appears in the summer of 1868 when Brahms spoke to Dietrich 
regarding a ‘recht unheimlichen Opem-text.' (opera text that is quite weird) It is 
likely that Brahms was referring to a text by Turgenev Ingraham identified 
three periods in opera correspondence between Brahms and his friends: 1869-72, 
1877-78，and 1887-88.6 In the first period, Brahms was most active in responding to 
ideas and librettos, mainly from Julius Allgeyer and later with Herman Levi7 
Though his interest in composing an opera was rekindled in 1877 by Breitkopf und 
Hartel's invitation to write an opera, the project ended in vain. In 1887-88, the 
correspondence was mainly related to newspaper rumours that he and Widmann were 
collaborating on an opera, but this failed to rekindle Brahms's interest in writing one. 
In his letter of 7 January 1888 to Widmann, Brahms wrote: "This is for me, neither 
marriage nor an opera. It's too late for either.”8 
Though Brahms failed to find an "ideal" text for his opera project, his reaction to 
suggested ideas and librettos might reveal his possible selection criteria in choosing a 
suitable libretto. Therefore, a brief look into some of his responses to his friends and 
colleagues on libretto selection might be helpful in figuring out his operatic ideals. 
Allgeyer's completed libretto on Calderon's Das laute Geheimnis was sent to 
Brahms in 1869 for consideration.^ Although Brahms did consider the libretto 
5 Ingraham, "Brahms's 'Rinaldo' Op. 50," 337. 
6 Ingraham, "Brahms's 'Rinaldo' Op. 50," 335. 
7 Julius Allgeyer, the photographer and copper engraver, met Brahms through Robert and Clara 
Schumann's introduction in 1854. Since then, they became great friends. Herman Levi, a few years 
younger than Brahms, was the music director of Saarbriicken in 1859 at the age of twenty. During 
1864 to 1872, he served as Kapellmeister at Karlsruhe, where he became acquainted with Clara 
Schumann and Brahms in nearby Baden-Baden. 
8 As quoted in Brody, "Opera in Search of Brahms," 33. 
9 Das laute Geheimnis, or El Secreto a Voces in Spanish, is originally a Spanish play by Calderon. It 
was translated by Carlo Gozzi into Italian as II pubblico secreto in 1769. It was translated into 
English and published in 1853 under the title Secret in Words. 
I l l 
seriously and took the time to copy out the text, a move considered by Kalbeck as the 
first step of composition, no further steps were taken.'® The reason for Brahms's 
final rejection of the libretto was not known. In a letter to Allgeyer written in 1870， 
Brahms asked for Mehul's Uthah 
People like us are really useless in this world. What I could 
have accomplished with an opera or oratorio text -- but they 
don't come to me at the right time. 
Anyway, send me the Uthal text. The most recommended ones 
are the older French texts, even those by Scribe. Brevity is 
important. One or two acts. 
A boldly written scene like Orpheus in the Underworld should be 
enough to help me to decide. 
I'm thinking now about the Jewish liberation from Babylon. 
(Yet I'm not at all as keen on an oratorio as I an on an opera.) 
And with that story I'd have trouble ending ... 
These days, when I have a so-so libretto before me, I've only 
learned that I won't take just any libretto where we actually 
remove the word-music only to set our own music to it.'' 
From the above correspondence, we can tell that Brahms preferred librettos that were 
brief. In addition, he was concerned about whether the musical implications of the 
libretto could be maintained after it was set to music. This is consistent with his 
insistence to pay close attention to the structure and metrical system of poetic texts for 
his Lieder and to match the musical structure with the structure of the text so as to 
preserve the beauties and subtleties of the spoken language. Lastly, Brahms 
preferred a story from ancient history or mythology, perhaps involving a supernatural 
power. 
Ingraham, "Brahms's 'Rinaldo' Op. 50," 338-339. 
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In June 1870, Allgeyer sent Brahms his libretto based on that for Bellini's Norma. 
But Brahms replied: "How your Norma text moved me! ... But as you probably 
learned already from Levi, with regard to bad Italian or French opera, it would be 
1 
senseless for me to compete." It seems that Brahms did not want to work on 
librettos that were already set to music by other composers to avoid direct competition 
and comparison. 
Levi began his opera correspondence with Brahms in 1870. He first promoted 
an anonymous libretto on the legend of Melusine for Brahms's consideration. 
However, Brahms did not like the lengthy 5-act libretto and therefore it was dismissed. 
Despite Brahms's negative response on Melusine, Levi persisted. In December 1871, 
Levi sent to Brahms 2 acts of a libretto (the third act was unwritten then) based on the 
biblical story of Sulamith.'"^ Unfortunately, it was turned down by Brahms again. 
He regarded the language of the text to be inappropriate in a modern opera. "People 
have often experimented with the Songs of Songs ... but do you get a sense of drama 
from them? Are they really plausible?.. That the characters speak with phrases from 
the Bible, isn't that sort of stilted?" In addition, he questioned the drama and 
characterization of the scenes, .it's peculiar to force a drama into a love poem and 
it's also odd when singers are attacked by a king to have them defend themselves with 
quotations from Scripture, 
Although Levi's suggestions were turned down by Brahms, Brahms showed 
great interest in collaborating with one of Levi's friend, the poet Paul Heyse, whom 
“ A s quoted in Brody, "Opera in Search of Brahms," 29. 
12 See chapter 4 of this paper for Brahms's attitude towards treatment of poetic text. 
13 As quoted in Brody, "Opera in Search of Brahms," 10. 
14 Sulamith is a biblical character, Israel in the Song of Songs. 
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Levi introduced to him in 1872. Brahms initially suggested Heyse write librettos 
based on his favourite works, that is. Das laute Geheimnis, Konig Hirsch, or Die 
Liebe zu den 3 Promeranzen by Gozzi.'^ In 1872 Brahms wrote to Levi: 
The most important thing: Heyse's opera projects. You know 
he's always the only one whom I wished I could name as 
collaborator. Because I cannot travel now, can you tell me more 
details? As tenderly amorous as possible ... 
The material that lately has much occupied me is Das laute 
Geheimnis by Calderon, Konig Hirsch, and Die Liebe zu den 3 
Promeranzen by Gozzi.'^ 
Heyse did not follow Brahms's suggestion, but proposed a couple of other works 
instead. He eventually prepared a scenario for Ritter Bayard, but Brahms did not set 
the text to music either. Ingraham explained that Brahms considered Ritter Bayard 
"to be unsuitable for contemporary audiences and the subject matter too extensive for 
his own use. . . .we know from other sources that Brahms did not subscribe to the 
popular trend of setting the entire text to music and he was more interested in number 
1 o 
opera." It is likely that Ingraham is referring to Beethoven's Fidelio when she 
makes such a comment. Fidelio, one of Brahms's favorite opera, combined spoken 
dialogue with music and consisted of distinct musical numbers like aria, recitatives, 
choruses, etc. Therefore, structurally speaking, Fidelio conformed to Brahms's 
belief that music should be set to text only in places where it would augment the text. 
Though Brahms further suggested that Heyse attempt an opera libretto based on some 
of Gozzi's fables, Heyse seemed uninterested and their collaboration plan fell 
through. 
15 As quoted in Brody, "Opera in Search of Brahms," 32. 
16 The English titles for the plays are Secret in Words, King Stag, and The Love of Three Oranges 
respectively. 
口 As quoted in Brody, "Opera in Search of Brahms," 32-33. 
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From the above, we can summarize the qualities of the "ideal" libretto for which 
Brahms looked. First, it is clear that Brahms preferred brevity for his opera. His 
preference for brevity is evident from his letter to Allgeyer written in 1870, 
emphasizing that brevity is important in the choice of text; and his negative response 
to the anonymous 5-act libretto on the legend of Melusine from Levi.'^ His 
dismissal of Heyse's Ritter Bayard can also be partly explained by his dislike to the 
extensive treatment of subject matter. 
Brahms seemed to prefer stories with strong female characters. In most, if not 
all, of the librettos seriously considered by Brahms, strong female characters prevail. 
For example, in Das laute Geheimnis, the Duchess of Parma, Flerida, is determined to 
find out who is secretly in love with Frederick (her secretary) because he is the one 
that the Duchess secretly loves. In Uthal, Malvina is torn between her love for her 
farther, King Larmor, and her husband Uthal. Her heroic act of choosing to follow 
her husband in spite of his defeat indirectly results in the reconciliation between the 
King and Uthal. In Melusine, Melusine is the fairy Queen who rules the forest of 
Colombiers through might and power. It is interesting to note that almost all the 
stories have happy endings of reconciliation or reunification. 
In addition, Brahms seemed to care a lot about the sense of drama and 
characterization of scenes of the subject. As mentioned above, a boldly written 
scene like Orpheus in the underworld would be sufficient for Brahms to decide 
whether the libretto is worth his operatic attempt. In his response to Levi's Sulamith, 
18 Ingraham, "Brahms's 'Rinaldo' Op. 50," 343. 
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Brahms made it clear that the language of the text as well as the sense of drama were 
important considerations in his choice of libretto. 
Lastly, it seems that Brahms liked fables and the imaginative world, especially 
those by Carlo Gozzi. Das laute Geheimnis and Konig Hirsch were two works 
named repeatedly by Brahms as his preferred sources in his opera correspondence.^^ 
Brahms also urged Heyse, the author he wanted to collaborate with most, to attempt 
an opera libretto based on some of Gozzi,s fables. Carlo Gozzi had been one of 
Venice's leading eighteenth-century playwrights. He wrote dramatic and satiric fairy 
tales that emphasized fantasy, magic, and spectacular effects. The stories often 
mixed together the heroic and the grotesque, the serious and the ridiculous, the real 
and the fantastic, bringing on the scene devils, necromancers, knights, fairies, 
1 
monsters, and like figures. Elaine Brody has made similar observations. She 
claims that "Brahms liked fantasy; he was enchanted with the Middle Ages, with 
knights in shining armor." Her argument is based on the fact that the texts to 
which Brahms refers repeatedly include Melusine, Uthal, Undine, and Kdthchen von 
Heilbronn, all with knights as the main characters. 
Ingraham argues that Brahms's primary concern in dramatic vocal compositions 
was that "the text be understandable and the characters believable." That means the 
story has to be "realistic，，.23 She draws such conclusion from two of Brahms's 
19 This biographical information is mentioned earlier in this chapter. 
Both works were mentioned at least 5 times according to the list of texts considered by Brahms for 
an opera provided by Ingraham. See Ingraham, "Brahms's 'Rinaldo' Op. 50," 336. 
21 See "Carlo Gozzi," Catholic Encyclopedia Online, http://www.newadvent.org/cathen/06688a.htm 
(accessed 7 January 2006). 
22 Brody, "Opera in Search of Brahms," 33. 
23 "Realistic" refers narrowly to relationship of the story and characters in real life. That is, they can 
be experienced in real life, as opposed to supernatural or imaginative plots. 
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favorite operas, Beethoven's Fidelio and Mozart's Marriage of Figaro. Both 
Beethoven and Mozart chose "real" characters in "realistic" situations. In addition, 
the personal struggles and interpersonal conflicts in the two librettos gave much room 
for dramatic interaction and expression of human emotions. However, Brahms 
preference for Beethoven's Fidelio and Mozart's Marriage of Figaro might only be 
the result of the outstanding characterization in both operas, whether the characters 
are "real" or the situations are "realistic" were of secondary concern. 
A preliminary survey of Brahms's search for a suitable libretto provides us with 
the facts about what Brahms liked or disliked in librettos. In many cases, Brahms 
did not furnish us with an elaborate explanation for his decision. In order to figure 
out the plausible reasons behind his choice of librettos, it might be useful to look into 
Brahms's idea of the relationships between drama, music, and opera. 
Drama, Opera, and Music 
The issue of the relationships between drama, opera, and music has long been 
attracting the interest of music scholars. According to Reinhard G. Pauly, "Opera is 
drama- but by its nature... it is not realistic drama. ... it is 'unrealistic' to have 
people sing rather than talk to each other.”24 Edward T. Cone acknowledges the fact 
that "opera" is hard to define. Some works are called opera even though they 
contain a great deal of spoken dialogue; whereas some works are called plays even 
though they contain a great deal of music. To find a way out, Cone chooses to 
define opera indirectly, that is, through the concept of the operatic medium. 
24 Reinhard G. Pauly, Music and the Theater (New Jersey: Prentice Hall, 1970), 4. 
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According to Cone, "a dramatic work can then be called an opera to the extent that it 
exploits that medium - as it does whenever its characters express themselves and 
communicate with one another through song."^^ 
Joseph Kerman's conception of opera seems to combine those of Cone and Pauly. 
According to Kerman, "Drama entails the revelation of the quality of human 
response to actions and events. Opera is drama when it furthers such revelations ... 
Music is the essential artistic medium in opera, the medium that bears the ultimate 
responsibility for articulating drama.，,26 Kerman further explained the principal 
means by which music can contribute to drama. The three areas in which music 
contributes to drama in an opera include definition of character, generation of action, 
and establishment of atmosphere.^^ In judging the relative effectiveness of the 
three categories of music's agency in opera, Kerman regards atmosphere to be the 
most marvelous and mysterious. This is because "Music of a particular sort 
establishes a particular world or particular field in which certain types of thought, 
feeling, and action are possible (or at least plausible)." "Music can supply 
continuous atmosphere of density which, in spoken drama, can only be matched by 
various nonverbal adjuncts—set, lighting, costume, acting style." 
Brahms's idea of the role of music in opera is less clear. Many of Brahms's 
opera-related comments were connected with his operatic interests; he seldom 
commented directly on his objectives and aesthetic ideals with respect to dramatic 
music. Fortunately, we can still have a glimpse of Brahms's operatic ideals through 
Joseph Kerman, Opera as Drama (Berkeley: University of California Press, 1988), 214-228. 
Kerman has lengthy elaboration on how music works positively and negatively in these areas. 
26 Kerman, Opera as Drama, 214. 
27 See Kerman, Opera as Drama, 215 
118 
Widmann, who summarized Brahms's ideas after numerous conversations with the 
composer in 1877: 
Brahms had very definite opinions on the integration of music 
and drama. It seemed to [him] that to compose music for the 
whole drama was unnecessary, even harmful and inartistic; only 
the climax, and those parts of the action where words alone 
cannot suffice, should be set to music. By these means, on the 
one hand, the librettist gains more space and freedom for the 
dramatic development of his subject, and, on the other, the 
composer is enabled to devote himself exclusively to the 
demands of his art, which can best be fulfilled when he has 
musically complete mastery of the situation. Besides, [Brahms] 
held it to be a great presumption to expect music to accompany a 
purely dramatic dialogue all through several acts.^^ 
In Brahms's view, it is only when the text is ineffective in creating the dramatic 
effect that setting it to music is desirable. Music should only serve to highlight the 
emotional and dramatic moments of the story. 
28 Kerman, Opera as Drama,2\5’ 223-4. 
29 Victoria Bond, "The Opera Brahms Never Wrote," Opera News 62, no. 7 (1997): 36-37. 
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Brahms and the Ideal Libretto 
Brahms's preference for brevity is easily understandable. Opera can simply be 
taken as a drama set to music. Since the drama is sung rather than spoken, it 
inevitably leads to temporal distortion. The distortion is in part due to relatively 
slower pace of singing as compared to that of spoken language. For example, in an 
aria, it is customary for the composer to use word or phrase repetition as a means for 
emphasis. As a result, it would take much more time to sing an aria than it would 
take to speak the same text. To prevent the opera from being too long, a good 
libretto should be brief enough to present the story in concentrated form. The story 
should not be too complicated, and the characters should be more simply drawn. 
Therefore, not every good play can be set to music and thereby become a good opera. 
The reason for Brahms's preference for strong female characters is less clear. 
One plausible explanation is Brahms's personal experience in the 1850s to 1860s, the 
period immediately before his serious attempt to write an opera. Women who were 
close to him include Agathe von Siebold in 1858, Bertha Porubszky in 1859, Luise 
Dustmann in 1863, Julie Schumann, Clara Schumann's daughter, who married in 
1869. Though Brahms did indicate in 1860s his wish to marry, he was unable to 
develop such a relationship with any of the woman named above. In addition, his 
mother's death in 1865 was an important, but traumatic event in Brahms's life. His 
preference for stories with strong female characters and happy endings might be the 
result of an intense desire for a strong female companionship. Thus, the stories may 
carry symbolic meaning to Brahms, as a projection of his psychological need as well 
as a subtle way to commemorate the women he loved. 
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Brahms's preference for fairy tales, supernatural scenes and his concern for the 
dramatic sense and characterization of scenes are all related to his views on the 
appropriate role of music in opera. To Brahms, music should be used to enhance 
text in an opera. For example, in his personal recollections George Henschel quotes 
Brahms as saying: "Schubert's Suleika songs are to me the only instances where the 
power and beauty of Goethe's words have been enhanced by the music. All other of 
Goethe's poems seem to me so perfect in themselves that no music can improve 
them.”3o 
Following Joseph Kerman's logic, the greatest contribution of music to drama is 
its ability to create atmosphere. Music will be especially powerful in creating scene 
that calls for imagination. In "realistic" situations, it would easier for the audience to 
imagine the mood and atmosphere by text alone, if such imagination can be 
supplemented by his or her own experience. However, an imaginary world is 
beyond the life experience of everyone, action and words alone may not be sufficient 
to produce the atmosphere required. In these instances, music can supplement words 
and actions to create the atmosphere. An example given by Kemian on Britten's 
opera The Turn of the Screw clearly illustrates the role of music in creating such 
atmosphere: 
. . .The orchestral interludes between the numerous relatively 
short scenes are all formal variations on a single twelve-note 
melody, which builds tension by its "turn of the screw" upward 
movement as well as by saturation of the tonal chromatic …The 
resulting musical web grows quietly obsessive; despite other 
As quoted by Ingraham in Mary Isabel Ingraham, "Brahms's 'Rinaldo' Op. 50: A Structural and 
Contextual Study" (Ph.D. diss., University of Nottingham, 1994), 50. 
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musical ideas一a chord and a tone-color associated with Peter 
Quint, the child's "Malo" song—the "screw" theme saturates the 
audience's collective mind. 
. . .The sense of obsession is coupled with blandness, for the 
theme is carefully childlike in construction, elusive in goal or 
direction, and ultimately impassive even in the tensest of its 
many imaginative transformations. By definition the "evil" that 
preoccupies the Governess cannot be presented in the 
action一she can only imagine it; and until the very end of the 
opera, when she sings "Malo," the range of her imagination is 
confined by the "screw" theme. "It is a curious story," the 
narrator begins, "... written in faded ink." The music that 
makes this story not only credible on the stage but arresting is 
likewise faded, artfully blanched. The characters are all ghosts. 
Perhaps that is why Quint and Miss Jessop can sing.^' 
Returning to Ingraham's claim that Brahms preferred "real" characters and 
"realistic" situations, this is probably true to the extent that the characters and the 
subject of the story offer enough room for the composer to build dramatic scenes that 
words and action alone cannot suffice. Besides establishing the atmosphere, music 
is also an effective means to give life to a character. Kerman distinguishes good 
opera composers from not so good ones by their ability to invest each of their 
important characters with emotional life that is private and distinct. For example, 
in Beethoven's Fidelio, Florestan does not act much. He is alone in the prison, with 
no one to talk to, but the composer can still create dramatic effect by relating his 
feeling to the actions of Leonore. Florestan's aria "In des Lebens Friihlingstage" at 
the start of the last act demonstrates "his toughness, clarity, moderation, and above all, 
awareness. Hearing Florestan, we can at last believe in Leonore's quest."^^ This is 
probably one of the reasons why Brahms's held Beethoven's Fidelio in high regard. 
However, "unrealistic" scenes will give even more room for the composer to create 
dramatic scene by setting words to music, given the condition that the characters and 
31 Kerman, Opera as Drama, 224-5. 
122 
• the story offer equal room for the composer to realize dramatic effects through music. 
Brahms's preference towards Gozzi's plays that emphasized fantasy, magic, and 
spectacular effects offers further support to this line of argument. 
To conclude, Brahms was eager to write an opera. However, given his operatic 
ideals, he was unable to find a suitable libretto. Constrained by the lack of a suitable 
libretto, Brahms finally gave up the idea of writing an opera. Although there is no 
opera in Brahms's oeuvres, one may wonder whether some of his dramatic music can 
be regarded as a preparation for writing an opera. In particular, the Magelone 
Romanzen, Op. 33 was written immediately before the period during which Brahms 
actively searched for librettos and some music scholars regard it as one of the most 
operatic/dramatic works among Brahms's composition. In the next chapter, we will 
see whether Op. 33 can be regarded as one of Bralims's "experiments" on writing an 
opera. 
Keiman, Opera as Drama, 216. 
” K e r m a n , Opera as Drama, 216. 
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Chapter 6 
OPERA AND OP. 33 
Op. 33 was composed from 1861 to 1869，a period during which the song cycle 
was emerging as a separate genre. Brahms knew works like Beethoven's An die 
feme Geliebte, Schubert's Die schdne MUllerin, and Schumann's Dichterliebe, such 
knowledge certainly provided impetus for Brahms's setting of Tieck's Magelone 
during the 1860s. However, we cannot infer from this that Brahms considered Op. 
33 a song cycle. It is likely that Brahms's did not have the same concept of song 
cycle as we have today. As I have mentioned in chapter 1, it was not until 1865 that 
the first definition of song cycle appeared in nineteenth-century lexicons. Therefore, 
given the unique musical features in his Magelone, Brahms's Op. 33 is difficult to fit 
into the song cycle definition. Indeed, certain aspects of Op. 33 may have suggested 
stronger parallels to opera for the nineteenth century than it does today. 
Drama and music, including orchestral accompaniment, are the building blocks 
of an opera. Therefore, one way to test the validity of the argument that Op. 33 is a 
preliminary attempt to sketch an opera is to examine the extent to which the work 
possesses the elements of a drama as well as that of an opera. To be specific, we 
need to examine Op. 33 in light of Brahms's operatic ideals. If Op. 33 does not 
exhibit a fair amount of dramatic and operatic elements, the hypothesis of Op. 33 as 
an early attempt by Brahms to write an oepra can be refuted. 
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As mentioned in chapter 4，Ludwig Tieck's folk tale Wundersame 
Liebesgeschichte der schonen Magelone und des Grafen Peter aus der Provence is a 
prose novel interspersed with 18 poems. The prose provides the narrative thread 
while the poems serve as reflections on particular situations, scenes, or moods. 
Brahms did not set the whole literary work to music, but only 15 of the 18 poems, 
excluding the prose, the non-dramatic introductory poem, and the poems in chapter 16 
and 17. Tieck's Magelone surely has a narrative, but by just looking at the 15 poems 
that Brahms has set to music, it is hard to comprehend the story. Except for no. 13, 
for which Brahms has retained the title "Sulima", no single name of the characters 
involved in the story is mentioned in the song texts. An audience would not be able 
to tell that there are 4 characters (the minstrel, Peter, Magelone, and Sulima). Each 
individual song merely expresses the feelings of the singer, without too many hints on 
what causes those feelings. 
Brahms was certainly familiar with the narrative of Tieck's Magelone. It is 
likely that he expected his audience to know the plot too; otherwise he would have 
provided at least an outline of Tieck's story. It is worth noting that the full title of 
Op. 33 is Romanzen aus Tieck's 'Magelone' and the word "Romanzen" was added by 
Brahms, not Tieck. The term "Romanze" takes on different meanings when it is 
used in different contexts. In music, "Romanze" as a German term refers to strophic 
songs with simple melodies and structures in the Eighteenth Century Germany. 
However, in literature, a romance is "a tale in verse, embodying the adventures of 
some hero of chivalry, especially of those of the great cycles of medieval legend, and 
belonging both in matter and form to the ages of knighthood.. .，，34 Brahms's addition 
See "Romance," Oxford English Dictionary, 
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• of the word "Romanzen" to the title of Op. 33 suggested his possible interpretation of 
the narrative nature of his Magelone. It is also plausible that Brahms intended to 
inform the audience, through the addition of the word "Romanzen" to the title, that 
the work involves a story, or a plot. 
It seems that Brahms's expectation of audience's knowledge of the Magelone 
narrative was not realized, at least in the English speaking world in the nineteenth 
century. In the 1897 performance of Op. 33 in England, the performer, Mr. David 
Bispham, not only sang the songs, but also gave an outline of the orginal story of 
Tieck's Magelone using the language of fairy tales. If the audience were familiar 
with the story, Mr. Bispham's explanation of the outline of the story would have been 
redundant. However, the fact that Mr. Bispham chose to include a synopsis of the 
story in the performance shows that he considered it important for the understanding 
of the songs. In this regard, Mr. Bispham's performance could be seen as supporting 
the idea that nineteenth-century audiences thought of Magelone as related narrative in 
some ways. 
Geiringer commented on Brahms's Magelone by saying that "only those who are 
familiar with Tieck's work can appreciate its close relationship of textual content. 
The lack of such familiarity has prevented, and is still preventing, these beautiful 
works from becoming well known."^^ Geiringer also suggested in the footnote that 
in a performance, the outline of the story should be recited between the songs or 
incorporated in the programme notes. 
http://dictionarv.oed.com/cgi/entrv/50208270?quep/—type=word&quervword 二 rornance&first=l&max 
to show=10&sort tvpe=alpha&result place=l&search id=V0o8-4Nv5kz-782&hilite=50208270 
(accessed 19 March 2006). 
35 A more detailed discussion of this performance is given in chapter 3 of this paper. 
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It is still possible to trace a loose narrative from the text of 15 songs, though with 
many details of the narrative stripped. In the first song, no. 1, one can tell from the 
text the setting off of the hero for an adventurous journey. Words like "getting on his 
horse", "enemies ... succumb to the hero", "parents in tears" and "rewards of 
bravery" all suggest the departure of a knight, a hero. In no. 2, phrases like "bow 
and arrow are useful against the enemy" and "noble man" further suggest the idenity 
of Peter as a brave knight. Though the other songs are mainly expression of feelings 
of the main characters, without much description of the action of the plot, we can still 
trace the psychological jouney of Peter from longing for love (no. 3) to increase in 
excitement and joy upon the possibility living a blissful life together with his loved 
one (from nos. 4 to 8). However, without knowing about the elopement of Peter and 
Magelone, it is hard to understand the lullaby (no. 9) that Peter sings when he lays the 
tired Magelone in the shade of a tree for a rest. 
The titles that Brahms kept for no. 10 "Verszweiflung" (Despair) provides useful 
hint for the audience to trace the narrative. In addition, words like "foaming waves", 
"stormy weather", "wrath of the tide", "watery deeps", etc., suggest the danger that 
Peter is facing and “I am a lost man" suggests his separation from Magelone. 
However, since Op. 33 is supposed to be performed by a baritone, there is no way to 
know that no. 11 is a song sung by Magelone. In the texts of nos. 11 and 12, there is 
no reference to Peter or Magelone's identity; the expression of disappointment and 
pain also seems to be so generic that it can be applied to anyone suffereing the loss of 
36 Karl Geiringer, Brahms: His Life and Works (New York: Oxford University Press, 1961), 251-252. 
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• the beloved. In spite of the title given to no. 13, "Sulima", one cannot tell that Peter 
has drifted to Turkey and that Sulima is the daughter of the Sultan. 
The last song, no. 15, gives a rather clear conclusion to the story. The audience 
can tell restrospectively that the 14 songs they have heard are a story of true love. 
Though parting and pain are temporarily experienced, the couple finally reunited in 
love. Therefore, it is still reasonable to conclude that a loose narrative thread exists 
in Op. 33, and that Op. 33 represents an early draft in piano vocal form that could 
have been filled out and realized as an opera later, if Brahms so wished. 
Turning to the musical elements of Op. 33, Op. 33 differs greatly from that of an 
opera in terms of performing forces. Instead of having soloists, chorus and orchestra, 
Op. 33 is written for baritone solo with piano accompaniment. In addition, unlike 
most operas, Op. 33 does not have the variety of textures, forms, and performing 
forces of the average opera. The only musical genre found in Op. 33 is the solo song. 
Furthermore, opera involves elements of theatre such as scenery, costumes, and acting, 
characters in an opera interact with one another through acting and singing. Op. 33 
involves none of these. 
An alternative view is that operatic elements exist in Op. Although there 
is only one soloist involved in performing Op. 33, four characters are represented, 
namely, the minstrel (no. 1), Peter (nos. 2-3, 5-10, 12, and 14-15), Magelone (nos. 4 
and 15), and Sulima (no. 13). Moreover, the last song is supposed to be a duet by 
37 Daverio has mentioned many of the operatic elements in Brahms's Magelone. They are briefly 
summarized in chapter 2 of this paper. For further details, see John Daverio, "Brahms's Magelone 
Romanzen and the 'Romantic Imperative,'" Journal of Musicology 7 (1989): 357-9. 
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• Peter and Magelone in the narrative. With sufficient imagination, interaction 
between characters still exists. 
Despite the fact the Op. 33 is written for baritone solo with piano 
accompaniment, the implied orchestral writing in the piano part evokes orchestral 
effects in certain songs that are comparable to that of an opera. Daverio identifies 
orchestral effects like horn calls and the evocation of a lute in different songs in Op. 
33. The suggestion of horn writing can be found in the vocal part in songs nos. 1, 2, 
and 3. (See Examples 1, 16a, and 16b respectively) 
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Example 16a No. 2，mm. 15-27 
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Example 16b No. 3, mm. 45-54 
In addition, the rapidly arpeggiated chords in the opening of no. 3 and the whole of no. 
12 (which Peter sings to the zither) are obvious imitations of the sound of the Peter's 
o o 
lute. (See Examples 17a and 17b) 
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Example 17a No. 3, opening 
38 Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,'" 356-7. 
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In addition to the suggestion of different instruments, the piano also helps to 
create the mood and atmosphere in Op. 33, just as the orchestra does in an opera. 
For example, in no. 10 "Verszweiflung", the piano introduction starts with swirling 
semiquaver movement in the right hand against the offbeat octave leaps in the left 
hand for 4 measures before the voice enters. The semiquaver run continues until m. 
15, when it is replaced by the quaver triplet movement. (Example 18) The semiquaver 
movement and the quaver triplet movement then alternate until the end of the song. 
Brahms successfully depicted a scene in which Peter travels in a stormy sea. The 
sound of the waves and the rocketing movements of the boat caused by the waves 
accompany and echo Peter's emotion as he sings his song. 
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Example 18 No. 10’ mm. 1-26 
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Some other operatic elements in Op. 33 are identified by Daverio and they have 
been mentioned earlier in chapter 2 of this paper. Based on the key scheme of Op. 
33, Daverio argues that the work resembles an opera with two lyric "acts". The 
songs of Op. 33 moves principally by thirds and fifths, but the break of a second 
between nos. 8 and 9 divides the whole work into two halves.^^ (Also see Table 2 in 
chapter 2 for the key relationship in Op. 33) The other operatic elements include the 
frequent word repetitions and declamatory writing, and a selected number of songs 
that are aria-like.4� 
Op. 33 possesses some of the qualities that fit Brahms's operatic ideals 
mentioned earlier in chapter 5. First, the earliest sources for the story of Magelone 
are the Eastern fairy tales. Tieck's version turned the main character into a knight, 
Peter, who is in love with the daughter of king of Naples. The subject seems to be in 
line with Brahms's preference for fairy tales and chivalrous romance in his choice of 
libretto. In addition, the story of Magelone has strong female characters. The two 
female characters in the story, Magelone and Sulima, both act independently and 
bravely. Magelone dares to take the initiative and express her love to Peter through 
the help of her nurse Gertrude (in the prose before the fourth song). She also 
suggests to Peter that they elope. Sulima behaves in a similar way by offering to flee 
with Peter in a ship. Sulima devises the detailed plan; all Peter needs to do is to 
cooperate. Both girls are bold, express their feelings and are determined to work for 
39 See John Daverio, "The Song Cycle: Journeys through a Romantic Landscape," in German Lieder 
in the Nineteenth Century, ed. R. Hallmark (New York: Schirmer, 1996)，297. 
See Daverio, "Brahms's Magelone Romanzen and the 'Romantic Imperative,' 357-9; the analyses of 
selected songs discussed in chapter 4 also lend support to Daverio's argument. 
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what they want. They are brave enough to face the barriers ahead and are strong 
enough to find solutions to the difficulties they face. 
Conclusion 
It is clear that Op. 33 exhibits certain dramatic and operatic elements and some 
of Brahms's operatic ideals mentioned in the previous chapter can be found in the 
work. Daverio，s analysis of Op. 33 is enlightening in that it highlights the operatic 
elements of the work. However, the operatic elements are found only intermittently 
and seldom continue from beginning to end of each song. Moreover, they only 
comprise a small portion of the whole composition. For example, the implied 
orchestral writing is limited to certain passages in a few songs. Daverio does not 
draw the conclusion that Op. 33 is an opera. He just emphasizes that the work is a 
mixed-genre work. The "arias" he identifies (nos. 3, 6, 8, & 15) resembles an 
operatic number only in formal design. However, resemblance does not imply 
identity. One should note that Daverio also points out that the songs possess operatic 
qualities as well as qualities of traditional Lied. That is, the "operatic" songs are still 
different from a typical aria in an opera. Together with the absence of acting and 
costume, and the tremendous difference in performing force, it seems that Op. 33 is 
still very different from an opera. 
The decade before Brahms took serious steps to write an opera can be interpreted 
as the gestation period for his opera writing. Op. 33，composed during the period 
1861 to 1869, fell completely within the gestation period. In terms of timing, it is 
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highly plausible that Brahms was experimenting with operatic writing, though in song 
or genre of song cycle. That is why we can identify so many operatic elements in 
Op. 33，and the subject, length, as well as characterization fit so well into Brahms's 
operatic ideals. This is also one of the probable reasons for the many attributes of 
the songs of Op. 33 that do not conform to the Lied tradition. In this sense, Op. 33 
can be seen as an "experiment" on opera writing. 
During the 1860s, Brahms not only completed Magelone, but also a dramatic 
cantata titled Rinaldo, written for tenor solo and male chorus, Op. 50. A close look 
into Rinaldo confirms the proposition that the 1860s was the gestation period for 
Brahms's opera writing. The text of Rinaldo came from Goethe's poems of the same 
title dated 1811. Goethe's Rinaldo was based upon an episode from Tasso's 
heroic-allegorical epic of the Crusades, Gerusalemme liberata, in which the knight 
Rinaldo is spirited away to the enchanted isle of the sorceress Armida. 
In the story of Rinaldo, the main character is a knight-errant, Rinaldo. There is 
once again a strong female character, Armida, who has a powerful effect on the hero. 
In addition, the story involves magic and fantasy. All these fit Brahms's selection 
criteria for a suitable libretto. Rinaldo comes even closer to an opera than Magelone 
because the genre of opera, by its very nature, shares a lot of common features with 
the cantata. It uses similar performing forces like soloists, chorus, and orchestra as 
well as recitatives, arias, ariosos and choruses. 
Ingraham explained that many of the dramatic techniques evident in Brahms's 
Rinaldo can be found in other dramatic music. She claims that: 
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Brahms's musical characterization and the interaction of his 
characters in Rinaldo is operatic in nature. Limited only by 
its concert setting, Brahms underlines dramatic pacing and 
movement though the use of closed and open forms and the 
intrusion of orchestral passages between vocal melodies and 
he depicts visual images of the scenery by the use of melodic 
harmonic, rhythmic and instrumental effects. The character 
of Rinaldo also displays operatic tendencies in his personal 
and emotional expression and development.., 
Ingraham's interpretation of the operatic nature of Rinaldo lends further support to the 
proposition that Brahms was experimenting with opera writing in 1860s. This time 
he based his experiment on cantata instead of Lied. The two "experiments" were 
completed almost simultaneously in 1860s. Therefore, both Magelone and Rinaldo 
can be regarded as "experiments" involving operatic features. The fact that he 
embarked on his search for libretto towards the end of 1860s suggests that he saw his 
"experiments" as being successful. 
41 Ingraham, "Brahms's 'Rinaldo' Op. 50," 51-66. Ingraham compares Rinaldo against operas of 
other composers that Brahms admired in order to spot the possible influences from these works on 
Rinaldo. She comes up with the conclusion that Rinaldo is operatic in nature. 
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CONCLUSION 
The song cycle was a developing genre with fluid generic boundaries in the 
nineteenth century. My brief survey of the development of song cycles in the early 
nineteenth century shows that generic attributes of the song cycle have changed over 
time. Composers of early song cycles seemed to give priority to literary coherence 
over musical coherence and organic unity. However, as the genre developed in the 
first half of the nineteenth century, musical coherence became the defining generic 
attribute of the song cycle, as evidenced in the definitions of the genre of song cycle 
that appeared in the 1860s. Therefore, it is hard to find a definition of song cycle 
that fits all. It is equally hard to fit Brahms's Op. 33 into the history of the genre of 
song cycle. 
Musical scholarship on the genre classification of Op. 33 does not arrive at a 
unanimous conclusion. Some scholars regard Op. 33 as a song cycle by virtue of 
musical features of the work that support their claims, but their conclusions seem to 
be contradicted by the anomalous features of Op. 33 that prevent it from being labeled 
a song cycle. Examples of the latter include the length of the work as a whole and of 
individual songs, both atypical of the genre, the lack of an explicit narrative in the text, 
the "operatic" features found in certain songs, etc. Daverio offers an ingenious 
approach to the issue by drawing a parallel between the hierarchy of genres in 
literature and that in music. He claims that Op. 33 is a mixed genre that lies between 
the Lied and the opera, just like Tieck's Magelone lies between the fundamental forms 
and the Roman. 
137 
So far, attempts to classify Op. 33 tend to be based exclusively on the analysis of 
the work itself. However, placing the work in its historical performance context is 
an alternative way to approach the genre problem of Op. 33. The discussion of the 
history of public performances of Op. 33 in the second half of nineteenth century in 
chapter 3 hints at a possible change in the performance practice of the work. 
Unfortunately, the lack of information on private performances prevents us from 
making any firm conclusions, and thus not much can be said about the genre 
classification of Op. 33 from the perspective of performance history at this time. 
However, the study of the private performances of this work is an area that is certainly 
worthy of further research. 
The analyses of Op. 33 presented in chapter 4 not only help to clarify the claims 
made by Turner, Boyer, and Daverio regarding the genre classification of Op. 33, they 
also illuminate the operatic elements of Op. 33. Given the coincidence in the timing 
of the composition of Op. 33 and Brahms's active search for opera librettos, it is 
highly plausible that this work represents an early attempt by Brahms to write an 
opera. That is why Op. 33 transcends the generic boundaries of song cycle and 
defies easy classification. 
Genre classification serves a communicative function. When a composer 
publishes a musical work that transcends generic boundaries, specific messages are 
transmitted through the work, with or without the intention of the composer. One 
notable example is Beethoven, whose Ninth Symphony clearly transcends the generic 
boundaries of symphony. A symphony is supposed to be an instrumental 
composition, but Beethoven included part of the "Ode to Joy" by Friedrich Schiller, 
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with text sung by soloists and a chorus in the last movement. It is the first example 
of a major composer using the human voice on the same level with instruments in a 
symphony. Beethoven set an example for future composers that was made possible 
by the change in the social status of composers from being servants of their patrons to 
free persons who could exercise autonomy in their art，！ ^^ ^Iso showed through his 
Ninth Symphony that the distinction between absolute and programme music could be 
reconciled. The addition of the "programmatic" content of the "Ode to Joy" does 
not affect the absolute status the Ninth Symphony as a piece of absolute music. 
Another example is Chopin's Nocturne in G minor. The generic ambiguity of 
the work has been mentioned briefly in chapter 2. According to Kallberg, Chopin 
intentionally created the generic ambiguity by utilizing the audience's expectations of 
the nocturne, mazurka, and chorale. Chopin successfully manipulated the 
expectations of the audience through the breach of the generic contract so as to 
communicate his Polish Romantic nationalism. 
It is worth considering the communicative function of the generic ambiguity of 
Brahms's Op. 33. It is possible that Brahms wanted to display his individuality by 
transcending the genre markers of song cycle. The fact that Op. 33 may be regarded 
as Brahms's first step toward writing an opera also points to the position of opera as a 
genre of distinction in the minds of nineteenth-century composers. Although 
Brahms ultimately did not compose an opera, Op. 33 not only demonstrates his 
interest in that genre, but attests to his desire to acquire the prestige accorded 
composers of opera as well. From this perspective his Magelone, is as much an 
42 See Goehr, The Imaginary Museum of Musical Works, (Oxford: Clarendon Press, 1992), 208-208. 
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